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PREFACE 


The very popularity of Kalidasa’s works in India for over 
fifteen hundred years, if not longer, has exposed the original texts 
to constant risk of interpolations, with the result that it has become 
a major problem of scholarship to sift the authentic from the spu- 
rious. One of the first acts of the Sahitya Akademi was to set up 
an Editorial Board of eminent Sanskrit scholars to supervise the 
preparation of a critical edition of Kalidasa’s complete works. 
Dr. S. Radhakrishnan is the Chairman of the Board and Prof. V. 
Raghavan its Convener. 


The first volume of this critical edition of Kalidasa’s works to 
be published by the Sahitya Akademi was Meghadita, edited by 
Dr. S. K. De. The present volume, edited by Prof. H. D. Velankar 
is the second in the series. Sakuntala, edited by Dr. S. K. Belvalkar 
of the Bhandarkar Oriental Research Institute, Poona, and Kuma- 
rasambhava, edited by Dr. Surya Kanta of the Banaras University, 
are in press and are expected to be published shortly. Other 
volumes under preparation are: Mélavikagnimitra edited by Prof. 
K. A. S. Iyer of the Sanskrit University, Varanasi, Raghuvaméa 
edited by Prof. V. Raghavan of Madras University, Madras, and 
Riu-Samhara edited by the late P. M. Lad and Prof. V. Raghavan. 


Each volume contains the selected text, along with the Editor’s 
Introduction and copious Notes establishing the authenticity the of 
text. There is also a General Introduction on Kalidasa by Dr. S. 
Radhakrishnan. 
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Additions and Corrections 


. xxxvul, line 3: Add: This is now separately published 


in the Annals B. O. R. IL., vol. 38 
(1958), pp. 255-298. 


. Xxxxutr, line 19 & xxxxtv,last line: Read exalt for exhalt. 
. xxxix, line 9: Add: At Rv. 1.31. 4b Agni is said to have 


done a great favour to the pious Puri- 
ravas ; the allusion is uncertain, yet it is 
quite likely that this has served as the 
basis of the sacrificial appendage to the 
story in the Satapatha Brahmana. 


. Xxxxiv, line 28: Read sacrificed for sacrified. 


2, lne7 : Read gaa for a¥@. 

8, line 20: Read stage for spat. 

11, line 17: » cUstagia for sariraa. 
21, line 4: » wader for wader, 
24, last line: Insert saaft after ‘add. 


. 80, line 4: Read tasgaar for faster. 


48, f.n. 1: Insert aaatert for ca Pi, at the end. 
54, f.n. line 3: Read aout ga pi; afta ps; afta fast Pa 
for foul gw P2; arftat farsi Pe. 


73, line 7: Read aéaaqy for agéet. 


. 77, fn. lines 1 & 2: Read 33.2 & 38.3 for 38.9 & 38.2. 
. 98, fn. line 2: Read & for q. 
_ 118, lime 4: Add at the end: Urvasi is mentioned 


among the Apsarases dancing at the 
court of Kubera at Mahabharata (Bombay 
Recen.), IJ. 10, 12 and XIII. 19. 44. 


. 126, line 3: Read cannot for connot. 
. 129, lines 19, 33 and p. 181, line 2: Read the for the. 
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GENERAL INTRODUCTION 


GENERAL INTRODUCTION 


GREAT classics of literature spring from profound depths 
in human experiencé. They come to us who live centuries 
later in vastly different conditions as the voice of our own 
experience. They release echoes within ourselves of what we 
never suspected was there. The deeper one goes into one’s 
own experience facing destiny, fighting fate, or enjoying love, 
the more does one’s experience have in common with the 
experiences of others in other climes and ages. The most 
unigue is the most universal. The Dialogues of the Buddha 
or of Plato, the dramas of Sophocles, the plays of Shakespeare 
are both national and universal. The more profoundly they 
are rooted in historical traditions, the more uniquely do they 
know themselves and elicit powerful responses from others: 
There is a timeless and spaceless quality about great classics. 


Kalidasa is the great representative of India’s spirit, grace 
and genius. The Indian national consciousness is the base. 
from which his works grow. Kalidasa has absorbed India’s 
cultural heritage, made it his own, enriched it, given it univer- 
sal scope and significance. Its spiritual direction, its intel- 
lectual amplitude, its artistic expressions, its political forms 
and economic arrangements, all find utterance in fresh, vital, 
shining phrases. We find in his works at their best a simple 
dignity of language, a precision of phrase, a classical taste, a 
cultivated judgment, an intense poetic sensibility and a fusion 
of thought and feeling. In his dramas, we find pathos, power, 
beauty, and great skill in the construction of plots and deli- 
neation of characters. He is at home in royal courts and 
on mountain tops, in happy homes and forest hermitages. He 
has a balanced outlook which enables him to deal sympatheti- 
cally with men of high and low degree, fishermen, courtezans, 
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servants. These great qualities make his works belong to the 
literature of the world. Humanity recognises itself in them 
though they deal with Indian themes. In India Kalidasa is 
recognised aS the greatest poet and dramatist in Sanskrit 
literature. While once the poets were being counted, Kalidasa 
as being the first occupied the last finger. But the ring-finger 
remained true to its name, andmikd, the nameless, since the 
second to Kalidasa has not yet been found. 


Date 


Tradition associates Kalidasa with king Vikramaditya of 
Ujjayini who founded the Vikrama era of 57 B. c.2 The change 
in the name of the hero of Vikvamorvaéiya from Puriravas 
to Vikrama lends support to the view that Kalidasa belynged 
to the court of king Vikramaditya of Ujjayini. Agnimitra 
who is the hero of the drama Mdlavikdgnimitra was not a well- 
known monarch to deserve special notice by Kalidasa. He 
belonged to the second century before Christ and his capital 
was Vidisd. Kalidasa’s selection of this episode and his 
reference to Vidisi as the famous capital of a king in Megha- 
dita suggest that Kalidasa was a contemporary of Agnimitra. 
It is clear that Kalidasa flourished after Agnimitra (c. 150 B.C.) 


1. puré kavinam ganandprasange 
kanisthikadhisthitakalidasa 
adyapi tat-tulya-kaver abhavad 
anamika sarthavati babhiva 

2. The Jain Kalakacarya Kathanaka records that the Sakas invaded 
Ujjayini and overthrew the dynasty of Gardabhilla, who was styled 
Mahendraditya. Some years afterwards, his son, Vikramaditya, 
repelled the invaders and re-established the old dynasty. It is 
sometimes said that the play Vikramorvasiya celebrates this re- 
conquest. Urvaéi is the city of Ujjayini ruled by Mahendraditya, 
She was conquered by Keégin, a demon, i.e. the chief of the beard- 
ed Sakas. The city became desolate and overgrown with vege- 
tation, even like Urvagi turned into a creeper. Prince Vikraméa- 
ditya regained the capital with a valour capable of obliging even 
his father Mahendra. 

mahendropakaraparyaptena vikramamahimna vardhate bhavan. 

Mahendra conferred the throne on the prince and himself retired 
to the forest. To commemorate the great victory, Vikrama 
founded an era which was later called by his name. 
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and before A. D. 634, the date of the famous Aihole inscription 
which refers to Kalidasa as a great poet. If the suggestion 
that some verses of Mandasor inscription of A. D. 473 assume 
knowledge of Kalidasa’s writings is accepted, then his date 
cannot be later than the end of the fourth century A. D. There 
are similarities between Asvaghosa’s Buddhacarita and Kali- 
dasa’s works. If ASvaghosa is the debtor, then Kalidasa was 
of an earlier date than the first century A. D.° If Kalidasa is 
the debtor then his date would be later than the first 
century A. D. 

It is suggested that Kalidasa belongs to the Gupta period 
and lived in the reign of Chandragupta II, who had the title 
of Vikramaditya,t and who came to power about A. D. 345 and 


3. The following verse of Agvaghosa may be an implied criticism of 
Kalidasa’s view: Sailendra-putrim prati yena viddho devo'pr 
Sambhus calito babhiiva \ na cintayati esa tam eva banam kim sydd 
acitto na sarah sa esah \\ Buddhacarita XIII. 16. 

Again compare KAalidasa’s line in Raghuvaméa, IT. 42: 
jadikrias tryambakaviksanena vajram mumuksann iva vajrapanih 
with the Buddhacarita—line : 
tastambha bahuh sagadas tato’sya purandarasyeva pura savajrahk 
4, Professor A. Berriedale Keith writes : 
“ Kalidasa was later than Aévaghosa and than the dramatist 
Bhasa ; he knew Greek terms as his use of Jamitra proves ; 
the Prakrit of his dramas is decidedly later than Asvaghosga’s 
and Bhisa’s and he cannot be put before the Gupta age..... : 
We must remember that Chandragupta IT had the style of 
Vikramaditya with whose name tradition consistently connects 
Kalidasa. Nor is it absurd to see in the title Kumarasam- 
bhava a hint at the young Kumaragupta or even in Vokra- 
morvasiya an allusion to the title Vikramaditya.”—A History 
of Sanskrit Irterature ( 1920 ), p. 80. 
Sir William Jones places Kalidasa in the first century 8. c. Dr. 
Peterson says: “Kalidasa stands near the beginning of the 
Christian era, if indeed, he does not overtop it.” 
R.T. H. Griffith remarks: “About the time when Horace and 
Virgil were shedding an undying lustre upon the reign of 
Augustus, our poet Kalidasa lived. loved and sang, giving and 
taking honour, at the polished court of the no less munificent 


patrons of Sanskrit literature, at the period of its highest perfect- 
ion.” —Preface to The Birth of the War-God (1918). 
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ruled till about 414. Whichever date we adopt we are in 
the region of reasonable conjecture and nothing more. 


Works 
Kalidasa speaks very little of himself and we cannot there- 
fore be sure of his authorship of many works attributed to him. 
There is, however, general agreement about Kalidasa’s author- 
ship of the following works: 


1. Abhijtidna-gakuntala, a drama in seven acts dealing with 
the love and marriage of Dusyanta and Sakuntala 3 (Abbr. 8.) 


2. Vikramorvagiya, a drama in five acts dealing with the 
love and marriage of Puriravas and Urvasi; (Abbr. V.) 


3. Malavikdgnimitra, a drama in five acts dealing with 
the love of Malaviké and Agnimitra; ( Abbr. M. ) 


4. Raghuvaméa, an epic poem of nineteen cantos describing 
the lives of the Kings of the solar race; (Abbr. R. ) 


5. Kumarasambhava, also an epic poem of seventeen cantos, 
dealing with the marriage of Siva and Parvati and the birth of 
Kumara, the lord of war; (Abbr. K.) 


6. Meghadita, a poem of 111 stanzas describing the 
message of a Yaksa to his wife, to be conveyed through a 
cloud ; : 


7. Riu-samhdra, a descriptive account of the six seasons. 


Kalidasa takes up his themes from the traditional lore of the 
country and transforms them to achieve his object. For 
example, in the epic story Sakuntala was a calculating, worldly 
young woman and Dusyanta a selfish lover. The poet wishes 
to exhibit the sentiment of love from its first awakening in a 
hermitage girl to its fullest perfection through the stages of sepa- 
ration, frustration, etc. In his own words, a play must present 
the diversity of life, and communicate charm and sweetness to 
men of varied tastes: 


tratgunyodbhavam atra lokacaritam nadnd-rasam dréyate 
natyam bhinna-rucer janasya bahudhdpy ekam sama- 
vadhanam 
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Some of his themes seem to be unrealistic such as the 
carrying of a message by a cloud.’ The poet anticipates the 
objection and answers it: 


dhimajyotthsalilamarutam samnipaiah koa meghah 
sandegarthah kva patukaranaih pranibhih prapaniyah 
ityautsukydd apariganayan guhyakas tam yaydce 
kamarta hi prakri-krpanah cetandcetanesu. 


“Where is a cloud, which is a composite of smoke, light, 
water and air, and where are the messages that can be conveyed 
by living beings endowed with strong limbs? Without considering 
this, the Yaksa in his eagerness begged the cloud to carry his 
message. Those that are love-stricken are by nature undis- 
criminating between conscious and unconscious beings.’”’® Rama's 
longing for his lost wife may have suggested to Kalidasa the 
Yaksa’s sorrow for the wife from whom he is separated. 


Life 


We do not know any details about Kalidasa’s life. 
Numerous legends have gathered round his name which have 
no historical value. From his writings it is clear that he lived 
in an age of polished elegance and leisure, was greatly attached 
to the arts of song and dance, drawing and painting, was ac- 
quainted with the sciences of the day, versed in law and learned 
in the philosophical systems and ritual practices. He travelled 
widely in India and seems to have been familiar with the 
geography of the country from the Himalayas to Kanya- 
kumari. His graphic descriptions of the Himalayan scenes, 
of the saffron-flower the plant of which grows in Kashmir, look 
like those of one who has personal acquaintance with them. 
He was sensitive to beauty in nature and human life. 


5. The cloud as a messenger is an old pre-Christian, literary motif in 
China, We find it in Kiu yuan (or Chu yuan), the Chinese poet 
who died about 274 8.0, Cf. this echo of Meghadiiita in Héu Kan. 


O floating clouds that swim in the heaven above 
Bear on your wings these words to him I love. 


—-H. A. Giles: A History of Chinese Literature, p. 119: 
6. 1.5. 
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Kalidasa had self-confidence. In one place he seems to 
say: “If you have hearts which can melt in pity, do not set 
aside this canto of mine !” 

tad esa sargah karundrdracittair 

na me bhavadbhih pratisedhaniyah* 


This sense of assurance is not inconsistent with humility. 
He opens his Raghuvamsa with a confession of his rashness in 
undertaking the work : 


kua strya-prabhavo vamsah kva calpavisaya math 

titirsur dustaran mohdd udupendsmi sdgaram ® 

“Where is the race originating from the Sun and where is 
my talent limited in scope ? Through infatuation, I am desi- 
rous of crossing with a raft the ocean that is difficult to cross.” 

mandah kaviyagahprarthi gamisydmy-upahadsyatam 

pramgulabhye phale lobhad udbahur iva vamanah’® 

“Foolish and yet longing for a poet’s renown, I shall become 
an object of ridicule, like a dwarf with his hands raised through 
greed towards a fruit accessible (only) to the tall.” If he 
still prefers to speak of the kings of the Raghu race, it is because 
he can count on ancient poets who have already opened the 
way and their virtues are so compelling in- their character. 

Vamana inhis Kdvydlamkara defines riti as vissta pada- 
racand, a particular style of expression and Vardarbhi riti of 
which Ka4lidasa is the master is described by Dandin in his 
Kavyddargéa as consisting of the following features : 

slesah prasddah samata madhuryam sukumarata 

arthavyaktir uddratvam ojahkantisamddhayah 

—Suggestiveness, serenity, balance, sweetness, delicacy, 
clarity of sense, breadth of expression, vigour of thought, 
brilliance of diction and harmony of sentiments. 

The master artist suggests by a few touches what others 
fail to do even by elaborate discourses. Kalidasa is famous for 


7. R. XIV. 42. The contextual meaning of sarga here, as in other 
places like grhdna Sastram yadi sarga esa te, is of course, 
‘resolve’. 
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his economy of words and naturalness of speech in which sound 
and sense match. His pen-pictures are graceful and perfect, 
the royal chariot in full speed," the running deer,” Urvasi’s 
bursting into tears, Ndarada’s appearance in the sky like a 
moving kalpa-vrksa.* He is master in the use of simile and 
analogy; e g.— 

sarasijam anuviddham gaivalenapi ramyam 

malinam api himamgor laksma laksmim tanoti 

iyam adhika-manojid valkalenapi tanvi 

kim iva hi madhuradnam mandananm nakrtinam 

“A lotus, though intertwined with moss, is charming. The 
speck, though dark, heightens the beauty of the moon. This 
slim one, even with the bark dress, is more lovely. For what 
is not an embellishment of lovely forms ?”® 

Again : 

eho hi doso guna-saninipate 

nimajjatindoh kiranesvivankah 

“Even as the single stain of the moon is not noticed by 
one who gazes at the beams that flow endlessly, even so no one 
dares to blame a shade of weakness in a hero’s fame.” Practi- 
cally on every page we have illustrations of Kalidasa’s mastery 
over the use of figures of similarity. 

Kalidasa’s writings instruct not by direct teaching but by 
gentle persuasion, as by a loving wife. Mammata says: kdanta- 
sammitatayopadesayuje and rdmddivad vartitavyam, na rdvana- 
diwvat. By anaesthetic presentation of great ideals, the artist 
leads us to an acceptance of the same. We live vicariously the 
life of every character that is set before us, and out of it all 
comes a large measure of understanding of mankind in general. 
Kalidasa projects his rich and glowing personality on a great 
cultural tradition and gives utterance to its ideals of salvation, 
order, love. He expresses the desires, the urges, the hopes, the 
dreams, the successes and the failures of man in his struggle 
to make himself at home in the world. India has stood for 
a whole, integrated life and resisted any fragmentation of it. 


11. V.I. 4. 
12. 8.1.7. 
13. V.V.15. 
14. V.V.19. 


15. 8.1.17. 
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The poet describes the psychological conflicts that divide the 
soul and helps us to pull the whole pattern together. 


Kélidasa’s works preserve for us moments of beauty, inci- 
dents of courage, acts of sacrifice and fleeting moods of the 
human heart. His works will continue to be read for that 
indefinable illumination about the human predicament which 
is the work of a great poet. Many of his lines have become 
almost like proverbs in Sanskrit. 


Religion 


Kumdarasambhava opens with a verse where the poet speaks 
as if the Himalayas were the measuring rod spanning the wide 
land from the eastern to the western sea: 

asty uttarasyam digi devataima 

himdlayo nama nagddhirajah 

purvdparau toyanidhi vagahya 

sthitah prthivya iva manadandah 

He suggests that the culture developed in the Himalayan 
regions may be the ‘measuring rod’ of the cultures of the 
world.* This culture is essentially spiritual in quality. We 
are ordinarily imprisoned in the wheel of time, in historicity 
and so are restricted to the narrow limits of existence. Our aim 
should be to lift ourselves out of our entanglement to an aware- 
ness of the real which is behind and beyond all time and history, 
that which does not become, that which is absolute, non-histori- 
cal being itself. We cannot think it, enclose it within categories, 
images and verbal structures. We know more than we can 
think and express in historical forms. ‘The end of man is to be- 
come aware by experience of this absolute reality. Compare the 
words of Raghuvamsa: sa brahmabhiyam gatim djagama.™, 
The man of enlightenment reaches the supreme timeless life. 
The performer of good deeds has heaven for his share. We know 


the real by the deepest part of our being: a@imdnam datmand 
vetsi.™ 


16. Cf. Manu: 

etad-desa-prasiitasya sakasad agra-janmanah 

svam svam caritram sikseran prthivyam sarvamanavah 
16%, BR. XVITI. 28. 
17. K. IL. 10; see Bhagavadgita, X. 15. 
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The Real is the knower and the known: vedyam ca veditad caési.™ 
Again: yam aksaram vedavido vidus tam dimdnam dimany 
avalokayantam.® The Supreme leads a life of contemplation. 
Though he grants the fruits of others’ austerities, he himself 
performs austerities: svayam vidhdtad tapasah phalanam 
henadpi kamena tapas cacara.” 


The Absolute which is the Real beyond all darkness is 
superior to the division of spirit and matter. It is omniscient, 
omnipresent and almighty. It manifests itself in the three 
forms (fri-mirti), Brahma, Visnu and Siva, the maker, the 
preserver and the destroyer. These gods are of equal rank and 
a believer may select any form which appeals to him for wor- 
ship. In daily life, Kalidasa was a follower of the Saiva system. 
The opening invocations of the three dramas show that Kalidasa 
was a devotee of Siva. | 


ya srstth srastur ddyd vahati vidhihutam ya havir ya ca hotri 

ye dve kdlam vidhatiah sruti-visaya-gund ya sthitad vydpya 
visvam 

yam ahuh sarvabiyaprakriir iti yaya praninah pradnavaniah 

bratyaksabhih prapannas tanubhir avatu vas tabhir astabhir 
sah 

—Sakuntala 


“May the Supreme Lord endowed with eight visible forms, 
water, the first creation of the Creator, (fire) which carries the 
oblation offered according to rule, (the priest) who is the 
offerer of the oblation, (those ) two (visible forms, the sun and 
the moon) which regulate time, (that Akdga) which perpetu- 
ally pervades the universe, having the quality (sound ) percep- 
tible by the ear, (the earth) which they call the source of all 
created things, (air) by which living creations (become) 
possessed of life, (may he) preserve you.” 


veddniesu yam ahur ehapurusam vydpya sthitam rodasi 
yasminn vara ity ananyavisayah gabdo yatharthadksarah 


18. K. II. 15; see Bhagavadgité, XI. 17. 
19. K. TIT. 50. 
20. K. I. 57. 
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antar yas ca mumuksubhir niyamitapranddibhir mrgyate 
sa sthanuh  sthirabhakttyogasulabho nihgreyasdydsiu vah 
—Vikramorvasgiya 
“ May he, who is hailed by the Vedantas as the Supreme Spirit, 
who still remains (transcendent) after pervading both heaven 
and earth, to whom alone the specific designation ISvara 
(supreme ruler) applies true to a syllable, and he who is sought 
inwardly by restraining prana and the other vital airs, by those 
who desire to attain (complete) emancipation, (may he) the 
eternal, who is easily attainable by the path of steadfast devo- 
tion bestow on you supreme Dliss.” 


The three methods of jfidna, yoga and bhakii are mentioned, 
and the last is said to be the easiest path. 
ehaigvarye sthito' pi pranatabahuphale yah svayam kritivadsah 
kantasammigradeho py avisayamanasam yah  parastdd 


yatinam 

astabhir yasya krisnam jagad api tanubhir bibhrato nabhi- 
| manah 

sanmdargdadlokanadya vyapanayatu sa vas tamasim vritim igah 
—Malavikagnimitra 


“He, who, while possessing supreme powers that bear manifold 
fruits for his humble devotees, is himself clad in elephant hide, 
who, though having his body united with that of his beloved, 
is yet the foremost of ascetics, whose minds are clear of sense- 
objects, and who, though sustaining the entire universe with 
(his) eight forms, is yet utterly free from a sense of egoity, 
may that Lord (Siva ) dispel your tendency dominated by ¢amas, 
_ that you may behold the path of righteousness.” 

The opening verse of Raghuvaméga reads : 

vagarthav iva samprktau vagarthapratipattaye 

jagatah pitarau vande padrvatiparamesvarau 

While in Malavikagnimitra, the Lord should set us on the 
right path, sanmdrga, in Vikramorvagiya, he is said to be easily 
attainable by devotion, dhakti-yoga-sulabha, and in Sadkuntala, 
the Lord in his eight-fold forms is seen. Immediate insight 
into the Divine reality is the aim of religion. 

Though Kalidasa worhsipped the Divine as Siva, his attitude 
was not in any way exclusive or narrow-minded, .He had the 
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catholic attitude of traditional Hinduism. He treated with 
great respect the views of others. In Raghuvamga, the gods 
approach Visnu and praise him: 


O thou who didst create this All, 
Who dost preserve it, lest it fall, 
Who wilt destroy it and its ways— 
To thee, O triune Lord, be praise. 


As into heaven’s water run 

The tastes of earth—yet it is one, 
So thou art all the things that range 
The Universe, yet dost not change. 


Far, far removed, yet ever near; 
Untouched by passion, yet austere; 
Sinless, yet pitiful of heart; 

Ancient, yet free from age—Thou art. 


Though uncreate, thou seekest birth; 
Dreaming, thou watchest heaven and earth; 
Passidnless, smitest low thy foes; 

Who knows thy nature, Lord? Who knows? 


Though many different paths, O Lord, 
May lead us to some great reward, 
They gather and are merged in thee 
Like floods of Ganges in the sea. 


The saints who give Thee every thought, 
Whose every act for thee is wrought, 
Yearn for thine everlasting peace, 

For bliss with thee, that cannot cease. 
Like pearls that grow in ocean’s night, 
Like sunbeams radiantly bright, 

Thy strange and wonder-working ways, 
Defeat extravagance of praise. 

If songs that to thy glory tend 

Should weary grow or take an end, 


21. Yuan Chwang tells us that at the great festival of Prayiga, King 
Harsa dedicated a statue to the Buddha on the first day, to the Sun, 
the favourite deity of his father, on the second and to Siva on the 
third. 
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Our impotence must bear the blame, 
And not thine unexhausted name.” 


In Kumdrasambhava,?? Brahma is praised as the highest 
God; the beginning, the middle and the end of the world. 


atha sarvasya dhdtdram te sarve sarvatomukham 

vagigam vagbhir arthyabhih pranipatyopatasthire 

namas trimiurtaye tubhyam prak srsteh kevalatmane 

guna-traya-vibhdgadya pagcad bhedam upeyuse 

jagad-yonir ayonis tuam jagad-anto nirantakah 

jagad-adir anddis tuam jagad-igo nirigvarah 

Gimdnam Gimanad vetsi srjasy Gimdnam adimanad 

adimanad krtind ca tvuam dtmany eva praliyase 

Kalidasa has sympathy with all forms of religion and is 
free from prejudice and fanaticism. Each person can tread the 
path which appeals to him,” for the different forms of Godhead 
are the manifestations of the One Supreme who is the formless 
behind all forms. 


tvam eva havyam hota ca bhojyam bhokia ca gdgvaiah 

vedyam ca vedita casi dhyadia dhyeyam ca yat param.* 
Again: ekaiva miurtir bibhide tridha sa.* 

The objective of religion is freedom from subjection to time, 


from rebirth, which the poet desires for himself in the last 
verse : 


mamapi ca ksapayatu nilalohitah 
punarbhavam parigatagaktir adimabhih 
Raghu, after installing Aja on the throne, retires to the 


forest, takes to a life of meditation and attains that which is 
beyond darkness : 


tamasah paramdpadavyayam 
purusan yogasamadhinad raghuh™ 


22. Translation by Arthur W. Ryder, K@lidasa’s Works : Everyman’s 


Library. 
23, II. 3, 4, 9, 10. 
24, K, X, 26, 
25, KIT. 4, 15, 
26. K. VII. 44, 


27. BR, VIII. 24. 


GENERAL INTRODUCTION XV 


Until the end of religion, the realisation of the Supreme, the 
ascent from the vanity of time is attained, we will have opportu- 
nities for making progress towards the goal. In this journey 
towards the end we will be governed by the law of karma. 
Kalidasa accepts the theory of rebirth: 


ramyani viksya madhurams ca nigamya babdan 
paryutsukibhavati yat sukhito’ pi jantuh 
tac cetasd smarat ninam abodhapirvam 
bhavasthiran janandntara-sauhrdani 

Sité, when abandoned by Rama, says: 


‘When he is born, I’ll scorn my queenly station 

Gaze on the sun, and live a hell on earth, 

That I may know no pain of separation 

From you, my husband, in another birth.’ 

This life is one stage in the path to perfection. Even as 
the present life is the result of our past deeds, we can shape 
our future by our efforts in this life. The world is under a 
moral government. The good will ultimately triumph. If we 
have no tragedies in Kalidasa, it is because he affirms the ulti- 
mate reality of concord and decency. Subject to this convic- 
tion, he induces our sympathy for the hard lot of the majority 
of men and women. 


Dharma 


Kalidéasa’s writings dispose of the misconception that the 
Hindu mind was attentive to transcendental matters, and 
neglectful of mundane affairs. Kalidasa’s range of experience 
was wide. He enjoyed life, people, pictures and flowers. He 
does not separate men from the cosmos and from the forces of 
religion. He knows the full range of human sorrow and desire, 
meagre joy and endless hope. He points to a harmony of the 
four main interests of human life, dharma, artha, kama and 
moksa, the ethical, the economic, the artistic and the spiritual. 
The economic including the political and the artistic should be 
controlled by ethical norms, Ends and means are bound to- 
gether. Life becomes livable only through valid ties. To 
cleanse and illuminate those ties was the poet’s task. 


28. RK. XIV. 66. Ryder’s Translation, ‘He’ refers to the child in her 
womb, 
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Describing the first king in Raghuvamga, Kalidasa says 
that Dilipa’s avtha and kaéma were centred in dharma: 


apy artha-kamau tasyadstam dharma eva manisinah.” 


Kalidasa did not feel called upon to choose between religion 
and morality on the one side and progress and security on the 
other. These are not hostile to each other. 


History is not a natural but a moral phenomenon. It 
is not mere temporal succession. Its essence lies in the spi- 
ritual which informs the succession. The historian should 
penetrate and comprehend that inward moral dynamism. 
History is the work of man’s ethical will of which liberty and 
creativity are the expressions. 


The kings of the Raghu race were pure from birth, ruled 
over extensive domains stretching from earth to the ocean, 
asamudra-ksitiganam.° They amassed riches for charity, spoke 
measured words for the sake of truth, were eager for victory 
for the sake of glory and were householders for the sake of 
offspring. They gained knowledge in childhood, enjoyed the 
pleasures of life in youth, adopted the ascetic life in old age 
and in the end cast away their bodies by yoga or meditation. 

tyagaya sambhriarthanadm satydya mitabhasindm 

yagase visigisinam, prajadyai grhamedhinam 

gaigave bhyasta-vidydndm, yauvane visayaisinam 

vardhake munivritinam, yogendnte tanu-tyajam®! 

There is time for study under a teacher, a period for 
married life and towards the end of life’s journey we have to 
set our hearts on things eternal. In Vikramorvagiya, the king 
tells his son that it is time he entered the second stage of the 
householder, after having completed the stage of studentship. 

ayi vatsa usitam tvayd pirvasminn asrame, dvitiyam adhya- 
situm tava samayah.® 


29. I. 25. 

30. I. 5. 

31. I. 7-8. 

32, V. 12. 18-19, 
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The kings collected revenues for the prosperity of their 
subjects, srajandm eva bhityartham,® even as the sun takes up 
water to give it back a thousand-fold. The rulers must stand 
up for dharma, justice. The king is the real father of the 
people, he educates them, protects them and provides for their 
livelihood, while the actual parents are only the causes of their 
physical birth : 

prajanam vinayddhandd raksandd bharandd api 

sa pita pitaras tasam kevalam janmahetavah* 


Every one in Aja’s kingdom thought that he was a personal 
friend of the king: 


aham eva mato mahipater iti sarvah prakrtisvacintayat. sai 
The ascetic tells the king in Sakuntala : “Your weapon is for 
the protection of the afflicted and not for striking at the inno- 
cent,” aria-trandya vah gasiram na prahartum andagasi.® 
Bharata, the son of Dusyanta and Sakuntala, from whom this 
country takes its name is called sarvadamana—not merely 
one who conquered every ferocious beast of the forest but has 
achieved self-control also. Self-control is essential for ruler- 
ship.*! 


In Raghuvamga,?® Agnivarna gives himself to dissipation. 
He has so many mistresses that he cannot always call them by 
their right names. He develops a wasting disease, and as, 
even in that condition, he is unable to resist the pleasures of the 
senses, he dies. 


Kalidasa gives us pictures of the saint and the sage, the 
hero and the heroine with their nobility. They are the directing 
minds within a civilisation. Nobility and self-control are their 
distinctive characteristics. Discipline is essential for a decent 
human life. Kalidasa says : “Even though produced in a mine, 


33. RI. 18. 
34, RI, 24. 
35. RK. VIII. 8 
36. IJ. 10. 


37, Sage Marica says: bharata iti lokasya bharandt. He is called 
Bharata because he supports the world, 8. VII. 33. 
38. XIX, | 


* 
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a gem is not worthy of being set in gold, O noble lady, so long 
as it is uncut.” 

apy dkara-samutpanna man-jatir asamskria 

jataripena kalyadni na hi samyogam arhati.*® 

In the spirit of the country, Kdalidasa exalts the quality 
of asceticism : 

sama-pradhdnesu tapo-dhanesu 

gidham hi déahdétmakam asti tejah 
In hermits with tranquillity as the chief characteristic, whose 
wealth is penance, there is, verily, concealed, consuming fiery 
energy.*° Though Kalidasa’s works exalt austerity and adore 
Saints and sages, he does not worship the begging bowl. 


The laws of dharma are not static and unchanging. The 
tradition of the past has to be interpreted by one’s own insight 
and awareness. Tradition and individual experience inter- 
penetrate. We are the inheritors of the past but are also 
trustees of the future, In the last analysis, each one must find 
the guide for one’s conduct in the innermost centre of himself. 
When Arjuna in the opening chapter of the Bhagavadgita de- 
clines to conform to the demands of society which impose on 
him as a ksatriya the obligation to fight, when Socrates says, 
“Men of Athens, I will obey God rather than you,” they are 
taking their stand on inward integrity rather than on outward 
conformity. 


Kalidasa tells us that in matters of doubt about one’s duty, 
the authority is the voice of conscience, the wisdom of the heart: 


satam hi samdeha-padesu vastusu 
pramadnam antah-karana-pravritayah.™ 


Love of Nature 


In early Vedic literature the unity of all life, animate and 
inanimate, is indicated and many of the Vedic deities are personi- 


39. M. V. 18. 
40, S, II. 7. 
41, S$. 1.19, Cf. Manu: 
srutih smrtih sadacaérah svasya ca priyam Gtmanah 
samyak samkalpajah kémo dharmamilam idam satam. 
Kumarila quotes Kalidasa in his Tantravarttika. 
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fications of striking aspects of nature. The idea of retreat into 
nature, a mountain top ora forest hermitage, in search of the 
revelation of the spirit of the universe has been with us from 
early times. As human beings we have our roots in nature and 
participate in its lifein many ways. The rhythm of night and 
day, changes of seasons suggest man’s changing moods, variety 
and capriciousness. Nature had not become mechanical and 
impersonal for Kalidasa. It had still its enchantment. His 
characters have a Sensitive appreciation of plants and trees, of 
hills and rivers and a feeling of brotherhood for animals. We 
see in his writings flowers which bloom, birds which soar and 
animals which spring. We find a striking description of the 
love of the cow in Raghuvamga.” The Riu-samhara gives a 
moving account of the six seasons. It reveals not only Kalidasa’s 
vision of nature’s beauty but also an understanding of human 
moods and desires. In Sauntala, when the curtain rises, 
Sakuntalé and her two friends are seen watering the plants, 
creepers and trees of Kanva’s hermitage where the stars and 
colours in the sky, the pretty flowers and the lively animals 
are vital parts of human experience. Sakuntala does not look 
upon nurturing the plants as a drudgery but finds joy in it: 

na kevalam tdta-niyogah asti mamdapi sodara-sneha etesu 
“not merely because my father has ordered it, I also have 
fraternal affection for them.” 


For Kalidasa rivers, mountains, forests, trees possess a con- 
scious individuality as animals, men and gods. 


Sakuntala is a child of nature. When she was abandoned 
by her amdnusi mother, Menaka, the birds of the sky pick her 
up and rear her until the sage Kanva takes her under his 
fostering care. Sakuntala tended the plants, watched them 
grow and bloom, and the occasions when they burst into 
blossoms and bore flowers and fruits were celebrated as festive 
days. Like a loving mother Sakuntala reared up her pet 
animals and plants. No wonder they responded. On the occa- 
sion of Sakuntala’s wedding, trees sent their gifts, forest deities 
Showered their blessings and cuckoos cooed aloud their joy. 


42. II. 
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The hermitage was filled with grief at the prospect of 
Sakuntala’s departure. The deer drop their mouthfuls, the 
peacocks stop their dancing and the creepers shed their leafy 
tears. Kanva says of her: 


paium na prathamam vyavasyati jalan yusmdsu apitesu ya 
nadaite priyamandandpi bhavatam snehena ya pallavam 
ddye vah kusuma-prasiti-samaye yasya bhavaty-utsavah 
seyam yati gakuntala patigrham sarvair anujiidyatam 


“She who never tries to drink water first when you have not 
drunk, who, though fond of decoration, does not out of affection 
for you pluck a blossom, whose great joy is at the period of 
the first appearance of blossom, even that Sakuntala now 
departs to the house of her husband, let her be permitted by 
you all,’ 


When Sita who is cast away weeps in the forest, the 
peacocks abruptly stop their dance, the trees shed off flowers, 
and the female deer throw away the half-chewed darbha 
grass from their mouths : 


nriyanm mayurah kusumdni vrksah darbhan upatian vijahur 
harinyah 

tasyah prapanne sama-duhkha-bhavam atyantam dasid 
ruditam vane’ pi. 

Kalidasa takes up an object and creates it to the eye. He 

had a strong visualising power. Look at the vivid description 

of the flight of the antelope which Dusyanta pursues to the 

hermitage : 


grivabhangabhiraman muhur anupatati syandane baddhadrstth 
pagcardhena pravistah garapatanabhaydd bhiyasad pirvakayam 
darbhair ardhdvalidhath sramavivrta-mukha-bhramsibhih 
kirnavartmdad 
pasyodagraplutatvad viyah bahutaram stokam urvyam prayati 


“His glance fixed on the chariot ever and anon he leaps up 
gracefully bending his neck; through fear of the arrow’s fall 
he draws ever his hinder part into the front of his body; he 
strews his path with the grass, half-chewed, which drops from 


43. IV. 9. 
44, R. XIV. 69. 
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his mouth opened in weariness; so much aloft he bounds that 
he runs rather in the air than on earth.” 


Kalidasa’s knowledge of nature was not only accurate but 
Sympathetic. His observation was wedded to imagination. His 
descriptions of the snows of the Himalayas, of the music of 
the mighty current of the Ganges, of the different animals illus- 
trate his human heart and appreciation of natural beauty. 


No man can reach his full stature until he realises the 
dignity and worth of life that is not human. We must develop 
sympathy with all forms of life. The world is not made only 
for man. | 


Love 


The love of man and woman attracted Kalidasa and he 
lavished all his rich imagination in the description of the diffe- 
rent kinds of love. He does not suffer from any inhibitions.» 
His women have a greater appeal than his men; for they reveal 
a timeless universal quality, whereas the men are dull and 
variable. They live on the surface while the women suffer 
from the depths. The competitiveness and self-assertion of the 
man may be useful in the office, factory or battlefield, but do 
not make for refinement, charm and serenity. The women keep 
the tradition alive with their love for order and harmony. 


When Kalidasa describes feminine beauty, he adopts the 
conventional account and falls into the danger of sensuous en- 
grossment and sometimes over-elaboration. In Megha-dita, 
the Yaksa gives a description of his wife to the cloud: 

tanvi, syama, sikharidagand, pakvabim badharosthi, 

madhye ksamda, cakitaharini-preksanda, nimnanabhth 

groni-bhardd alasa-gamand, stokanamra standbhyam, 

ya tatra sydd yuvativisaye srstir ddyeva dhatuh. 


“There she lives who is, as it were, the first creation of Brahma 
amongst women, slim, youthful, with pointed teeth, with lower 
lip red like a ripe d:mba fruit, thin at the waist, with her eyes 


45, See M. II, 61; IV, 15. A. W, Ryder observes: “He moved 
among men and women with a serene and god-like tread, 
neither self-indulgent nor ascetic, with mind and senses ever 
alert to every form of beauty.”—Translation, p. xiii. 
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like those of a frightened female deer, with a deep navel, slow 
in gait on account of heavy hips and bending a little low by 
the weight of her breasts.’ 


See also the kings’s description of Malavika in II. 3: 


dirghaksam garadindukantivadanam bahu natdvamsayoh 

samksiptam nibidonnatastanam urah pargve pramrste wa 

madhyah panimito’ mitam ca jaghanam paddvardlangult 

chando nartayitur yathaiva manasi Slistam tathasya vapuh 
“Her face has long eyes and the lustre of the autumnal moon, 
the arms slope down by the shoulders. Her chest is compact 
with thick and swelling breasts; her sides are (smooth) as 
though planed off. Her waist is measurable by the palm of 
the hand, her hips are broad, the feet have curved toes 
and her body is fashioned to suit exactly the fancy of the 
mind of a dancing master.” 

He gives us here a pen-picture of a typical dancing girl 
which may well make a painter envy.” 

In the gallery of women Kalidasa presents, we have many 
interesting types. For many of them the conventional pretences 
and defences of society did not work. Their sensitive natures 
were not adjusted to social expectations. Their conflicts and 
tensions called for integration. The men felt certain and were 
secure. They accepted polygamy as the normal rule. But 
Kalidasa’s women had imagination and understanding and so 
were victims of doubt and indecision. Asa rule they were not 
fickle but trustful, sincere and loving. 


46. In Sragara-tilaka, sometimes attributed to Kalidasa,we find the 
following :— 
indiwarena nayanam, mukham ambujena 
kundena dantam, adharam nava-pallavena 
angant campakadalath sa vidhaya vedhah 
kante katham ghatitavén upalena cetah 
“ Having made your eyes of blue lotuses, your face of a lotus, your 
teeth of jasmine, your lower lip of tender shoot, your limbs of 
the petals of the Campaka, O.beloved, how did the. Creator make 
your heart of stone ?” 
47, See also M. ITI. 7, the description of Parvatiin X. and of Urvasi 
in J, 
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In Raghuvamga King Dilipa lives the highest ideal of 
family life with his queen Sudaksiné. Agnivarna, the last king 
in the Raghuvam$a is a prey to lust and degradation. In between 
are Raghu, Aja and Indumati, Dasaratha with his three queens, 
Rama and Sita and many others. Indumati married Aja in a 
Svayamvara choosing him from among a number of suitors. 


Love is deepened by hardships and sufferings borne for 
the sake of love. It grows a hundred-fold in its intensity by 
obstacles to its realisation even as the current ofa river blocked 
on its way by uneven rocks (flows with greater force) : 

nadyad wa pravaho visama-sild-sankata-skhahta-vegah 

vighnita-samadgama-sukho manasi-gayah gata-guno bhavat. 
Even in the absence of fulfilment, the yearning gives all the 
joy that love means: 


akrtarthe pi manasije ratim ubhaya-prarthana kurute.® 

The pathos of separation finds poignant expression in 
Megha-dita, in Rati-vilapa® and in Aja-vilapa™ 

Love happy in union is found in Vikramorvasiya.” 


In Malavikagnimitra, the queen is called Dharini because 
‘she bears everything. She has dignity and forbearance. When 
Malavika attracts the notice of the king in a dance scene which 
the clown has contrived, she rebukes the king in words of harsh 
Satire that such efficiency would be of advantage if shown in 
affairs of the state: yadt rdjakaryesv-api idrsi updyanipuna- 
taryaputrasya tatah sobhanam bhavet.= When her husband’s 
affection shifted to Iravati and then to Malavika, her devotion to 
him persists. The jparvivradjikd, Kausiki observes: ‘These 
noble women attached to their lords serve them even though it 
be against their own desires”’ : 


48 


pratikilenadpi patim sevante bharirvatsalah saddhvyah. 


48, V. IIL 8. 

49, SIL 1. 

50. K.IV. See also Megha-dita 55 ; V. III. 10. 
51, R. VIIL 

‘52. III. 19-20, 


O3, I. 19-20, 
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By a series of misfortunes, Kausiki is led to the religious 
life. She comforts and distracts the mind of Dharini. Though 
a nun, she is an authority on the dance and the cure for snake- 
bite. 


Iraévati is passionate, impetuous, suspicious, demanding 
and dictatorial. When she was abandoned in favour of Malavika 
by the King, she bitterly complains and rebukes the King in 
harsh words: “How immodest of feeling is my lord ?”’ ako 
avinita-hrdayo’ yam dryaputrah. ‘You wicked one, you are 
absolutely untrustworthy ’: gatha, avigvasaniya-hrdayo’st. “Oh! 
these men are untrustworthy by nature. We, like innocent 
deer snared by the music of the hunter, fall victims to their 
deceitful words and do not understand.” 


aho avigvasaniyah purusdh. dtmano vaiicand-vacanam 
pramanikrtyadksiptaya vyddhajana-grhita-cittaya 
harinyaé wa etan na vijtidtam maya. 


Agnimitra’s love for Malavika is of the sensual type. The 
king is fascinated by the beauty and grace of the maid. 


In Vikramorvasgiya, we have a blend of the human and the 
super-human. The Queen Awsinari is first restless and 
petulant. When she finds that Urvasiis a heavenly Afsaras, 
she acquiesces in her lot. The Queen Aufsginari is portrayed as 
the ideal Hindu wife who gives up her own happiness for that. 
of her husband. The clown remarks whether she was not 
making a virtue of necessity, spitting out sour grapes on the 
principle abhdve virakith: She rebukes the clown: “Fool, my 
lord is so dear to me that even at the risk of putting an end 
to my pleasure, I wish him all happiness.”* aham khalv 
dimanah sukhdvasdnenadryaputram nirvrtagariram kartum 
icchadmi. She lived on friendly terms with Urvaési and the 
Queen’s attitude had its reward and Urvasi pays her respect. 
and precedence. Urvasi asks her son to bow to the elder mother 
before entering on the second stage of the householder—efz,. 


04, ITT. 19-20. 

55, III. 13. 27-28. The Bengali heroine Malaficamala whose husband 
had married a second time and left her unloved and forgotten 
says: “Though I die now and become a bird or a lesser creature or 
whatever befall me, I care not; for I have seen my darling happy.’ 
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vatsa, jyestha-madtaram abhivandasva. Urvasi’s character is 
somewhat removed from normal life. She has power to watch 
her lover unseen and overhear his conversations. She is lacking 
in maternal affection, for she abandons her child rather than 
lose her husband. Her love is selfish and her transformation 
is the direct outcome of a fit of insane jealousy. 


Purtravas sings in rapturous terms of love and says that 
the sovereignty of the world is not as sweet, as blissful, as the 
lover's labour at the feet of the beloved. The world is dark 
and desolate to whom love is denied but it is bright and 
blissful to love triumphant. 


Goethe’s lines about Sdkuntala are well-known: 
‘“Wouldst thou the young year’s blossoms 
and the fruits of its decline, 
And all by which the soul is charmed, enraptured, 
feasted, fed, 
Wouldst thou the earth and heaven itself in 
one sole name combine ? 
I name thee, O Sakuntala, and all at once is said.” 


In this play we have the development of blossom into 
fruit, of earth into heaven, of passion based on physical attrac- 
tion into love based on moral beauty and spiritual under- 
standing. Sakuntala inherits from her mother Menaka, beauty 
and lightheartedness, and from her father Visvamitra, the 
famous ascetic, patient and forgiving love. Freedom of sense 
and austerity of life brought her into being. In her own life the 
two, freedom and restraint, earth and heaven should combine. 


In the first Act we find all the impulsiveness of youth. 
The daughter of the hermitage in the first outburst of passion 
gave herself away in simple innocence and complete trust to the 
King. She followed the unsuspecting path of nature as she 
had not learned to control her feelings and regulate her life by 
norms : 


gandharvena vivahena bahvyo rajarsikanyakah 
sruyante parinitds tah pitrbhig cabhinanditah 


56. III. 19. 
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“Many daughters of royal sages are heard to have been 
married by the Gandharva form of marriage and they have 
received the approval of their fathers.”** Kanva when he hears 
of the marriage blesses it. Kalidasa in verses of tender sorrow 
describes her departure from the hermitage to her husband’s 
place. The very trees bid farewell to Sakuntala in loving kind- 
ness. Kanva is filled with sorrow: 


yasyaty adya sakuntaleti hrdayam samsprstam uthanthaya 
Ranthah stambhitabaspavrttikalusag cintdjadam darganam 
vatklavyam mama tavad idrgam idam snehdd aranyaukasah 
pidyante grhinah khatham nu tanaydavislesaduhkhair navath. 


“At the thought that Sakuntala will leave this very day 
my heart is smitten with grief, my voice is choked with sup- 
pressed tears, my sight is dulled by anxious thought. If so 
great is the affliction through affection of even me a forest- 
dweller, how much more are householders tormented by fresh 
griefs at separation from their daughters.” 

Kanva gives her advice: 


gugrusasva gurin kuru priyasakhivritim sapainijane 
bhartur viprakriapi rosanatayad ma sma pratipam gamah 
bhiyistham bhava daksina parijane bhag yesv-anutsekini 
yanty evam grhinipadam yuvatayo vamah kula- 
syadhayah.*® 


“Serve your elders, take to the behaviour of a dear friend 
to your co-wives. Even though wronged by your husband, do 
not, out of anger, be of refractory spirit ; be ever courteous to 
your attendants, do not become arrogant in prosperity. Thus 
do young women attain the status of housewife ; those of an 
opposite character are banes of the family.” 


Dusyanta, through forgetfulness for which the poet does 
not make him responsible, does not recognise her. He says that 
he should not look at another’s wife: anirvarnaniyam para- 


57. IIT. 22. See Manu III. 22. It is a marriage arising from love 
kamasambhava or mutual inclination, anyonyeccha of a youth 
and maid. It is concluded without any rites and without the 
knowledge of the elders. 

58. S. IV. 18, 
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halatram. Sakuntala suffered the worst that could happen to 
a devoted wife: She is disowned by her husband and dis- 
graced. Her mind becomes vacant and she stands there lonely, 
filled with terror, anguish and despair. The poet narrates her 
endurance of desertion, her fortitude in suffering, her later 
disciplined life till she is restored to her husband. Love is 
not a mere affair of the senses; it is a kinship of spirit. 
Both Dusyanta and Sakuntala suffered, were disciplined by 
sorrow, and obtained the reward of a spiritual harmony. The 
youthful flush subsides; the gust of passion dies out. Love is 
won at a higher level and the brief glow of pleasure is turned 
into a steady life of bliss. Passion is linked with the sanctities 
of life. Nature and grace blend in harmony. 


Kalidasa does not judge the first union of lovers as a moral 
lapse. They are not sinners but they have to grow through 
suffering. 

When Parvati approached Siva performing ¢apas with the 
object of marrying him and started to serve him in different 
ways, Siva was unmoved. | 

pratyarthibhutam api tam samddheh 

gugrusamanam girigo numene 

vikarahetau satt vikriyante 

yesam na cetdmsi ta eva dhiradh 
The marriage of the two was essential for the birth of 
Kumara, who would save the world from the terror and destruc- 
tion which the demon Taraka was forcing on it. So Indra sent 
the god of love, Kama, to disturb the concentration of Siva. 
‘When Kama approached Siva, the latter was sitting with closed 
eyes, his senses withdrawn in samddjhi, still like a rainless cloud, 
like a waveless ocean, like an unflickering flame. 


avrsi-samrambham wambuvaham apam ivddharam 
anuttarangam 
antascaranam marutadm nirodhdnnivataniskampam iva 
pradipam.® 
When Siva was disturbed somewhat, he opened his eyes and 
fire flashed from his third eye and reduced Kama to ashes. In 
the meantime P4arvati felt that her beauty was of little use: 


59. III. 48, 
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vyartham samarthya lalitam vapur aditmanas ca 
She decided to win Siva through the penance of the type in 
which Siva himself was engaged : 

tyesa Sa kartum avandhya-ripatam 

samddhim dsthaya tapobhir dtmanah.® 
She wished to win Siva not through the attraction of her 
body but by the surrender of the heart. She lost her faith in 
artha and kama but believed only in dharma. 


anena dharmah savigesam adya me trivarga-sarah 
pratubhan.™ 
When she was told about the oddities of Siva, she rebukes 
the Brahmin interlocutor with the words that the peculiar con- 
duct of great souls and its causes are inscrutable and the 
fools unable to understand them laugh at them. 


alokasadmdnyam acintya-hetukam 

dvisanti manddg caritam mahdtmandm® 
The ridiculing Brahmin turned out to be Siva himself. He 
said to Uma: 


“From this moment, O shy maiden, I am your slave, 
bought by your penance.’ So spake he whose crest is the moon 
and straightway all the fatigue of her self-torture vanished. So 
here is it that fruitful toil feels as if it never had been.” 

adya prabhrityavanatangi tavadsmi ddsah 

kritas tapobhir itt vadini candramaulau 

ahnadya sé niyamajam klamam utsasarja 

klegah phalena hi punar navatam vidhatte 


The truth illustrated here is that love born of sense attrac- 
tion should be transformed into love based on austerity and con- 
trol. While striving to reach heaven, both Parvati and 
Sakuntala had to skirt the edge of the abyss. 


60. III. 75, 

61. V. 2. 

62. V. 38. C£ “To me there is no joy in that union where the two 
are not equally ardent for each other.” 
anaturotkanthitayoh prasidhyat& samagamenapi ratir na mam prate 
paraspara-prapti-nirdsayor varam sariramndso’pi samanuragayoh 
M. III. 15. 

63 V. 75. 
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Sex life is not inconsistent with spiritual attainment. Wild 
life or unrestrained passion is inconsistent with it. Sex life under 
law and restraint is spiritual in character. One can lead the 
life of a householder and yet be a hermit in temper. The 
Upanisad says: enjoy by renunciation, tyakiena bhufijithah. 


The goal of life is joy, serenity and not pleasure or happi- 
ness. Joy is the fulfilment of one’s nature as a human being. 
We must affirm our being against the whole world, if need be. 
‘When Socrates was condemned to death or when Jesus was 
crucified, they did not take death as defeat but as fulfilment of 
their ideals. The aim of love is a happy harmony of man and 
woman. The concept of ardhandrigvara brings it out. The 
wife does not belong to the husband but makes a whole with 
him. The wife is the root of all social welfare. 


kriyanam khalu dharmydndm satpainyo mila-kadranam. 
The wife is the saha-dharma-carini. 
tyam corvasi yavaddyus tava sahadharmacarini bhavatu. 


She is with him in the performance of all his duties. Indu- 
mati was to Aja, a housewife, a wise counsellor, a good friend, 
a confidante and a beloved pupil in learning the fine arts. 


grhini sacivah sakhi mithah priyasisya lahite khalavidhau. 


Kalidasa believes that marriage is fulfilled in parenthood. 
The physical attraction is sublimated through suffering caused 
by misunderstanding, separation, desertion, cruelty etc. and 
attains its fulfilment in the child. The marriage of Siva and 
Parvati was brought about for the birth of Kumara. This 
country is named after Bharata, the son of Dusyanta and 
Sakuntala. In Raghuvaméa, it is said that the love of Dilipa 
and Sudaksina attained increase when it was shared by the son 
also : 


64, See R. I. 56. svahayeva havirbhujam. K, 1.50. premna 
sarirardhaharam harasya. | 


5. V.V. 19-21. 
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rathanganadmnor iva bhavabandhanam 
babhiva yat prema parasparasrayam 
vibhakiam apy-ekasutena tat tayoh 
parasparasyopari paryaciyaia.®® 


In Raghuvamga III. 23, Kalidasa says that Dilipa and 
Sudaksina rejoiced in the birth of their son even as Uma and 
iva were gratified by the birth of Karttikeya, as Saci and Indra 
by the birth of Jayanta.” The marriage of Dusyanta and 
Sakuntala found its fulfilment in the birth of their son Bharata. 
The birth of Kumara was the main aim of the marriage of Siva 
and Parvati. Kalidasa loves children as it is evident from his 
descriptions of Bharata, Ayus, Raghu, Kumara. 


For Kalidasa the path of wisdom lies in the harmonious 
pursuit of the different aims of life and the development of an 
integral personality. He impresses on our mind these ideals 
by the magic of his poetry, the richness of his imagination, his 
profound knowledge of human nature and his delicate descrip- 
tion of its most tender emotions. We can apply to him the 
words of Miranda in the Tempest : | 


O Wonder, 


How many goodly creatures are there here ! 
How beauteous mankind is! O brave new world, 
That has such people in't. 


S. RADHAKRISHNAN 


66. R. ITI. 24. 
67. wmd-vrsankau sara-janmand yatha yatha jayantena sact-purandarar 
tatha nrpah sé ca sutena magadhi nanandatus tat-sadréena tat-samau. 


EDITOR’S INTRODUCTION 


EDITOR’S INTRODUCTION 


I. CRITICAL APPARATUS 


A: Preliminary (1-4); 1. Vikramorvagiyam of Kalidasa 
is often published; but the editions of Bollensen and Pandit 
alone give a critically edited text of the drama. The former 
has used four manuscripts, while the latter has carefully collated 
eight different manucripts for his edition. Both have made use of 
Ranganatha’s commentary, but Pandit had also the advantage of 
getting a manuscript of Katayavema’s commentary on the play. 
In the present Sahitya Akademi edition, I have made full use of 
both these good editions; but I am particularly lucky in getting a 
manuscript of one more commentary. This commentary was 
composed by one Konegvara who describes himself as Maho- 
padhyaya in the colophon. The ms. consists of 72 folios and 
is written in Bengali characters. The commentary is exhaus- 
tive, sometimes even more helpful than that of Ranganatha, 
particularly in the [Vth Act, where it gives all the Prakrit stan- 
zas and explains them in detail, giving quotations from diffe- 
rent sources in support of its explanations. I have also con- 
sulted the old Calcutta edition of Jivanand Vidyasagar (1873 ) 
and another from Bombay, printed on a Litho Press and evi- 
dently based ona single manuscript (1859). I have derived 
whatever help I could even from Foulkes’ ‘Complete collection 
of various readings of the Madras Manuscripts’. On a careful 
study of all this material, I have come to the conclusion that 
the drama exists in two different versions, one containing the 
Prakrit stanzas in the IVth Act and the other being without 
them. In the other Acts too, the two versions slightly differ 
from each other; but the difference is not material and often 
amounts to a mere mode of expression. Yet it is possible to 
aa between the two groups: one which may be called 
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the Bollensen Group and the other which may be designated 
as the Pandit Group of manuscripts. In the latter, there are 
two mss, designated by Pandit as K and U, which appear to 
belong to the Bollensen Group, both from the variant readings 
which they offer and from their inclusion of the Prakrit stanzas 
in the IVth Act. I have re-examined one of these, namely U, 
which is now at the BORI, Poona, and I found that it stands 
half way between the two groups. In the earlier Acts it 
mostly agrees withthe other manuscripts of the Pandit Group, 
but in the last two Acts, particularly in the IVth, it almost 
agrees with the mss. of the Bollensen Group. I also found 
that in some cases Pandit has not fully recorded the variant 
readings from this ms. and this is so more in the IVth Act. 
I have, therefore, once more gone through it and recorded 
its readings where necessary, indicating this addition by the 
abbreviation Pu. 


2. In reconstituting the text, I have generally followed the 
careful selection of readings made by Pandit, especially where 
I found that the readings were supported by a clear majority 
of his manuscripts. But sometimes, I have adopted the vari- 
ants offered by the Bollensen Group, particularly when they 
are supported by 3 or more of Pandit’s manuscripts. In most 
cases I have reported the readings of a Group rather than those 
of individual mss., but in doing so I have neglected to report 
Smaller variations, especially those in the case of the Prakrit 
words, as well as the additions or omissions of single words, 
noticed among the mss. of the same Group. But a more seri- 
ous difficulty which I experienced in making my selection of 
readings, was in the case of the Prakrit words; and Prakrit is 
employed for nearly two-thirds of the drama by the poet. I 
was in favour of following the directions of Pischel’s Prakrit 
Grammatth ; but in some cases I found that his directions were 
against the reported evidence of the majority of the mss. in 
both the Groups together. Thus I have retained non-nasalised 
forms of instrumental singular of @ ending nouns, as also evva 
(for jevva which Bollensen has adopted throughout ) and adop- 
ted the readings which show & for the original bh and ¢h. 
A clear option is allowed in this latter case by Hemacandra, 
Sabdanusasana 8.1.187. As regards evva, Hemacandra prescri- 
bes yevva only ( 8.4.280 ) and it is possible that it was changed 
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to jevva later. In other cases I have followed Pischel, parti- 
cularly so when the reported evidence of the mss. was favou- 
rable, or even when it was uncertain.! 


3. In using the Complete Collection of Foulkes I had to 
be very cautious, as the source as well as the nature of the mss. 
which he collated for this purpose are unknown. Nothing 
beyond the Abbreviations is known about these mss., which 
again are not entirely South Indian. I have discovered that 
Foulkes has exhaustively recorded the readings mentioned in 
their editions by Bollensen and Pandit, respectively under the 
Abbreviations Bn and B2, mentioning in each case the mss. by 
means of the abbreviations used by them. He has probably 
done this also in the case of other printed editions from Bombay 
and Calcutta. In his main text he seems to have generally 
followed Pandit and I have often referred to his text by the 
abbreviation Ft., assuming that his selection was based upon 
the usual considerations of critical editing. When I found that 
a reading recorded by me was supported by 5 or more of his 
mss., I have indicated this by the abbreviation Fm; otherwise, 
by merely using a figure showing the number of the supporting 
mss. after the abbreviation F. I have generally followed - this 
same method in the case of Bollensen’s and Pandit’s mss., 
indicating only the number of mss. (and not the abbreviations © 
used by them), which support a reading reported in the foot- 
notes by me. I have referred to Bollensen’s text by Bt. when 
all his mss. seem to support it; I have not done this in the 
case of Pandit, since as stated above, I am broadly following 
it in my edition. 


4. I gladly express my sincere thanks to the authorities of 
the Sahitya Akademi for giving me this opportunity to study 
the drama more closely once again. I express my great 
indebtedness to both Pandit and Bollensen whose editions were 
of immense use to me and also to Drs. Kane, De, Gode and 
Raghavan for helping me in various ways. I gratefully record the 


1. I may however, point out that I have followed Pischel in adopt- 
ing bhodi and bhodu inthe Sauraseni, even though out of the 
50 cases for 8 occurrences of the forms, they are supported only 
in 14 cases in Pandit’s mss., hodi and hodu being supported in 
the remaining cases. 
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willing and material help which I received from my colleague 
Dr. Bhayani in connection with the Prakrit and the ApabhramSa 
Stanzas in Act IV. I also thank the Authorities of the 
Bhandarkar O. R. Institute and the Asiatic Society of Bengal 
for lending me the manuscripts from their libraries. My special 
thanks are due to Dr. Dandekar, Hon. Secretary, Bhandarkar 
O. R. Institute and Dr. Kane for allowing me to make use 
of the printed but unpublished pages of the History of 
Dharmagastra. 


B. The material (5): 5. The following is the material 
used by me for the present edition :- 


A: Ams. of the drama from the Bhandarkar Oriental Re- 
search Institute, Poona, (No. 103 of 1919-1924). This 
is in the Telugu script and extends only upto a portion 
of Act II. I got a Devanagari transcript of it, prepared 
for my use. | 


An. This refers to the variants offered by the different works 
on the Alamkara Sastra and the Anthologies consulted 
by me. A List of these is given on pp.139-140. 

B. Bt; B,; B,; etc. Bollensen’s edition of the drama, pu- 
blished at St. Petersberg, 1846. See para 3 above. 


D. Pischel’s edition of the drama in the Dravidian recen- 
sion: Published in a supplement to the October Number 
of MKAW., Berlin, 1875. 


F, Ft; Fm; F,; etc. Foulkes’ Complete Collection of various 
readings of the Madras Manuscripts: Vol. IV, Madras, 
1907. See above para 3. 


K. Charudeva Shastri’s edition of the drama, Lahore, 1929. 

| This contains the same text as that in Pandit’s edition, 
but is accompanied by the commentary of Katayavema. 
There are very few differences between Pandit’s text 
and the text on which Katayavema has commented. 
These are noted in the foot-notes by the editor. 


Kn. This is a ms. of KoneSvara’s commentary on the drama 
written in the Bengali script and preserved in the library 
of the Asiatic Society of Bengal. I secured a Devana- 
gari transcript of the same through the kindness of the 
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Librarian. This commentary has not been noticed so 
far, except in the Descriptive Catalogue of Sk. mss. of 
the Society, Vol. VII. No. 5285. 


M. A Litho Press Edition of the drama printed in Bombay 
in 1859. It is obviously based upon a single ms. which 
the editor had secured for the purpose. 


P: P1; P2; Pu; Thethird edition of the drama, eritically 

- edited by S. P. Pandit and published in the Bombay 

Sanskrit Series, No. XVI, Bombay, rg01. Pu refers to 

the ms. designated as U by Pandit, which I have 

examined again; I have noted the readings from this 

ms. very rarely and only when I found that Pandit had 

neglected them through oversight. For the rest, see 
above para 3. 


R: The edition of the play with the commentary of Ranga- 
natha, published by the Nirnaya Sagar Press, Bombay, 
1925. This has been examined again by comparing it with 
ams. of the commentary in Devanagari characters from 
the Government Mss. Library, Madras, No. D. 12676. 
Rl. rarely used, signifies the variant reading noted by 
Ranganatha in his commentary. 


V: An edition of the drama published by Jivanand Vidya- 
sagar, Calcutta, 1873. 


Besides these I have also consulted the edition of the 
drama by R. Lenz. This contains translation and notes in 
Latin and was published at Berolini (Italy ), 1833. | 


C: Method of Citing (6); 6. I have followed the method 
of citing the prose and metrical portions of the play as enunciated 
first by Lanman in his Prefatory Note to the H. O. S. edition 
of the Sakuntala, 1922. The metrical parts are cited by Act, 
and by Pada, the Pada being indicated by a, b, c ord as the 
case may be. The prose lines between any two consecutive 
stanzas are numbered from the prior to the latter stanza, 
starting always anew from the prior stanza. A given line is 
cited by the number of the Act, the number of the prior stanza 
and the number of the line as counted from the said prior 
stanza. If there is no prior stanza (i. e. if the Act begins 
with prose ), a zero is put in place of the number of the stanza. 


Il. THE DRAMA: ITS STORY AND CHARACTERS 


A: Story of UrvaSi and Puritravas (7-12): 7. The story 
of Urvasi and Puriravas is found both in the Vedic and the post- 
vedic literature. Its Vedic version as found in the Rgveda 
-(X. 95) and the Satapatha Brahmana (V. 1-2,), which latter 
is an elaboration of the former suited to ritualistic purposes, 
is the oldest literary form of the story and has served as the 
basis for the epic and Puranic versions of it. The Rgvedic story 
aS can be reconstructed from the hymn X. 95, may be summa- 
rised as follows :—Urvasi, a celestial Apsaras, fell in love with 
a mortal, namely, King Purtiravas, who reciprocated with great 
ardour. The nymph agreed to go and stay with the king for 
a while, but laid down certain conditions, the violation of 
which would leave her free to abandon him. The conditions 
which are elaborately mentioned in the later versions of the 
story, can only be inferred from the wording of the hymn.? 
Her friends the Gandharvas, so arranged the matters after 
a certain period of her absence, that the king could not but 
violate the conditions. According to her stipulation Urvasi 
left the king, totally impervious to his pleading. The king 
tried to appeal to her motherly feelings in the name of 
his child which she was carrying in her womb (vv. 12-13 ), 
and also as a last resort attempted to win her back by 
threatening her that he would otherwise kill himself either 
by throwing himself over a precipice or before a pack of 
hungry wolves (vv. 14-15). Urvasi was however, more 
than a match for him and plainly told him that he should 
not die that way for nothing, as there was no hope of winning 
the heart of an unwilling woman. She bluntly concluded by 
observing that friendship with women was unreliable and that 
they have the hearts of wicked wolves (v. 15). The story 
ends tragically with a vague promise from the gods, conveyed 
by Urvaéi, that King Puriiravas would be happy in the other 
world (v. I8). 


8. The version of the story as given in the Brahmana goes 
a step further and says that Urvasi slightly yielded before the 


2. Her pets, the lambs, in v. 3; ghee as her food in v. 16; approach 
to her only on her desiring for it in v. 5. 
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laments of the king and promised to be with him only for a 
Single night at the end of the year. During this night she 
suggested to the king that next morning when the Gandharvas 
would arrive to take her away, he should request them to 
show him the way by which he too could become ‘a Gandharva 
like them so as to be able to enjoy her company for ever. 
This way, according to the Brahmana, was to worship the 
Fire produced from the fire-sticks prepared from the Aévattha 
tree on which a Sami plant had grown. The Regvedic version, 
which does not concede even a night’s stay with Urvasi to 
Puriravas after their separation, is preserved in the two se- 
condary Vedic versions’, namely, those of the Brhad Devaia 
and the Sarvanukrama (according to the commentary of 
Sadgurusisya ). The difference between the two, however, is 
that in the former Indra figures and being jealous of Puriravas, 
asks his Vajra to destroy Urvasi’s love for him, while in the 
latter he does ‘not appear at all. Further, there is no mention 
of any curse to any one of the lovers in the former, while in 
the latter, a curse by Mitra-Varuna to Urvasi is mentioned, 
owing to which she had to go to the earth and for freeing herself 
from which she lived with Puriravas on certain conditions. 
On the other hand, the Brahmana version together with its 
ritualistic appendage is preserved in the epic and most of the 
Puranic* versions of the story. 


9. Gradually, however, an attempt was being made to 
motivate the celestial nymph’s leaving her home and going 
down to the earth to live with a mortal for a few years. The 
favourite motif of a curse came handy and was utilised by the 
epic and the Puranic story-tellers to account for that event. 


3. Brhaddevata VII. 140-147 ; Sarvanukrama on Rv. X. 85. 

Harwaméia 26. 13-49; Agni Purana 275. 12-14; Devi Bhagavata 
I. 13, 7-33; Padma Purana, Srstikhanda 12. 62-86; Brahmanda 
Purdna TIT. 66. 1-19; Bhagavata Purdna TX. 14-47; Matsya 
Purana 24,10-32; Vayu Purdna, Uttarérdha 29. 1-45; Visnu 
Purina IV. 6. 34-94; Vispudharmottara Purina I. 129-137 
{ Adhyayas). Itis also given in the Kathdsaritsdgara IIT. 4-30 ; 
for the relative dates of the Puranas see Kane, History of Dharma- 
Sdstra Vol. 5, pp. 852-855 ; 887-912. 
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According to some® of them the curse was of Brahman, the 
cause being untold, while others maintain that it was the curse 
of Mitra-Varuna® or of Tumburu’ which brought it about. Inall 
the three cases the curse is only external to the love-story, having 
practically nothing to do with the progress of the romance. 
Yet there are two Puranas, the Matsya and the Padma, which 
represent the curse itself as due to the depth of the heorine’s 
love and thereby make this latter appear as her sincerest 
feeling devoid of any tinge of animal passion. Naturally these 
two Puranas drop the conditions altogether ; but curiously, they 
drop even Indra’s association with the affair in all its stages. 
Of the remaining story-tellers some® openly admit the purpose 
of the conditions laid down by Urvasi for her stay to be 
an escape from the curse which compelled her to stay on 
earth, while others® are silent about it and merely reproduce — 
them without any remarks. There is, however, one among these, 
namely, the Visnudharmottara, which tells us that it was Narada 
who compelled her to lay down the conditions under the 
threat of a curse, while the Bhagavata turns the conditions 
into mere requests. As regards the machinations which lead 
to the violation of the conditions and the consequent abandon- 
ment of the lover by the nymph, there is a general agreement 
among the Puranic story-tellers that these were planned by her 
friends, the Gandharvas, led by Visvavasu or Ugrasena™, 
either with or without her knowledge and consent. Indra is 
introduced as their supreme lord in some, but he is made to 
play only a secondary role. The two Puranas, the Matsya and 
the Padma, which as said above drop the conditions altogether, 
nevertheless, introduce a curse from Bharata to Urvasi (that 
she would be transformed into a creeper and remain on the 


Dd. Devi Bhagavata, Brahmanda and Vayu Puranas. 

6. Bhagavata and Visnu Puranas and Sadgurusisya’s account of 
the story on the Sarvénukrama. | 

7. Visnudharmottara Purdéya; but also see Kathasaritsagara III. 
4-30. 

8. Devi Bhagavata and the Brahmdnda Puranas. 

9. Brhaddevatd, Visnu and Visnudharmottara Puranas. 

10. According to Harivamia, Devi Bhagavata, Vayu and Visnu 
Puranas. : 

ll. Visnudharmottara Purdaa alone mentions U grasena., 
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earth), for blundering in her abhinaya or acting while playing 
the part of Laksmi in the Laksmisvayamwvara at the sight of 
Puriravas, who was invited as the chief spectator by Indra 
for the occasion. They thus motivate her fall from the heaven 
and also introduce the incident of her rescue by Puriravas 
with the help of the Vayavya astra, while she with her friend 
Citralekha was being carried away by the demon Kefin, thus 
laying a foundation of gratitude for her love to the king. 
They further supply a motive for the king’s sufferings by re- 
presenting that he was cursed by Kama who, we are told, felt 
offended at the greater respect shown to Dharma by the king, 
when they had equal claims to his hospitality as his guests. 
The curse was that he would be separated from his beloved 
Urvasi and wander in madness in the Kumara Vana on the 
mountain Gandhamadana for some time. It is significant that 
they do not associate Indra either with the progress of the 
love affair between Urvasi and the king or with its culmination; 
yet their intention to soften down the character of Urvasi is 
quite evident. Visnudharmottara Purana too has made a 
similar attempt, but it is rather clumsy. It mentions the 
conditions, but represents them as being imposed at the insis- 
tence of Narada under the threat of a curse, as mentioned 
above; but then Urvaéi is described as feeling very uneasy in 
his absence after she had to leave the king owing to the 
violation of the conditions, and as requesting Narada to permit 
her to visit him only for a night. At the end of the night 
she is said to have advised the king to propitiate the Gandha- 
rvaS as in the Brahmana version of the story given above in 
para 8. This Purana too, does not mention any association 
of Indra with the main love affair; yet it shows very close 
resemblances with our drama in some parts of its narration. 
The whole episode here is described in 9 Adhydyas ( 129-137 )+ 
In Adhy. 130 she is shown as starting for the king’s capital 
Pratisthana in the company of her friend Rambha; in Ady. 
131 Narada is said to have intercepted them and asked them ~ 
to impose the conditions upon the king before she stayed with 
him. In Adhys. 132-133 the two ladies are described as having 
descended upon the earth in a garden in the vicinity of the 
king’s palace, where the king and his friend were talking about 
the love-lorn condition of the king after his return from the 


XXXXII VIKRAMORVASIYAM 


heaven. The two ladies are said to have heard the conversa- 
tion while they had concealed themselves by their maya and 
stood by the side of the two men. Rambha is then said to 
have presented herself first before the king, being followed 
by Urvaési a little later. In Adhy. 134 the two lovers are 
said to be united and to have lived happily together for a long 
time. After this, however, the story runs on different lines. 
In Adhy. 135, the conditions being violated, Urvasi leaves the 
king though very unwillingly and the king wanders in madness 
inquiring about her from an elephant, a lion, a bimba fruit and 
a peacock until at last he meets her at Kuruksetra. The 
remaining part of the story runs on as in the Brahmana version 
given in para 8 above. 


to. It is clear that there are thus unmistakable resem- 
blances between our drama on the one hand and the three 
Puranas on the other. Yet the Puranas among themselves do 
not agree in respect of these resemblances. The Matsya and 
the Padma resemble the drama in the ist Act while the 
Visnudharmottara resembles it in the IInd. Itis indeed difficult 
to decide as to who was the borrower in the above noted cases 
of close resemblances ; but I think, we may not be far from truth 
if we decide that in respect of the main trends of the story the 
Puranas have followed their own inclinations or traditions, 
though a few sentences or descriptions may have been inter- 
polated in them later in imitation of our drama, when the 
particular portions of the story ran on parallel lines. This 
would mean that Ka@lidaésa completed the process of the 
metamorphosis of Urvasi, boldly started by the Matsya” and 
the Padma, but that the episode of the meeting of the lovers 


12. This agrees well with Dr. P. V. Kane’s views about the dates 
of the Matsya Purdépa on the one hand and of the Visnudhar- 
mottara Purana on the other. He assigns the former to the 3rd 
ventury A. D. and the latter to the 7th century a.p. See his 
History of Dharmasdstra Vol. V. pp. 852-855 and 876-878; 
899-901. As regards the probable date of Kalidasa, see the 
same, p. 901. About the relationship between the Matsya and 
the Padma Dr. Kane concludes that it is the Padma that is the 
borrower and that the borrowing was done sometime before 
1000 a. pv. (p. 893). 
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in the garden was borrowed by the Purana i. e. Visnudharmot- 
tara, from the drama. 


11. There is one more version of the story preserved in 
the Kathasaritsagara of Somadeva, III. 4-30. According to it 
Urvasi and Puriravas fell in love with each other at first sight 
in the Nandana garden of Indra. At the command of Visnu, 
Indra brought about the union of the two, who thereafter went 
to live on the earth in the king’s palace. Once, while Purtiravas 
was witnessing Rambha’s dance inthe heaven, he laughed at 
some mistake in her technique. Her teacher Tumburu became 
enraged and cursed him that he would be separated from his 
Urvasi. Gandharvas thereupon removed Urvaési from the king 
and the two lovers greatly grieved. Puriiravas propitiated 
Vishnu, who freed him from Tumburu’s curse and once more 
united him with Urvasi. Here too Urvaési is sought to be 
absolved of wickedness and cruelty, as in the Matsya and 
the Padma Puranas. 


12. The Revedic story itself, from which all the different 
versions have originated, is undoubtedly only an exhaltation of 
a popular fairy tale consisting of the following main parts :- 
(1) A fairy from the other world falls in love with a 
mortal and seeks his company on the earth; (2) in order 
to escape from the effects of her temporary indiscretion, i. e., in 
order to be able to return to her home after a short sojourn, 
she puts him certain conditions, the violation of which would 
leave her free- to abandon him; (3) the violation takes 
place as preplanned, with the help of the Gandharvas, the 
friends of the fairy, and the fairy returns; (4) the mortal 
grieves and wanders in search of her until she appears before 
him only for a short while to impress upon his mind the 
inevitability of the situation owing to the natural frivolity 
and hard-heartedness of women. The garb of a dramatic 
dialogue, including the names of the characters, and a few 
embellishments such as the arguments of the frustrated lover 
as also the vague promise of a meeting in the other world 
by the favour of the gods, were probably the work of the 
Revedic poet; yet the conditions about her pets and food 
seem to belong to the original fairy tale. 
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B. The Characters in the Drama (13-17): 13. The 
Vedic Urvasi was self-willed and unyielding and had ‘the heart 
of a wicked wolf’; she cared only for her own enjoyment 
and pleasures. But the magic touch of the hand of the great 
artist turned her into a deeply loving woman caring for 
nothing but her lover’s company, not even for the heaven, 
and trying to merge her being into that of her lover. For 
Kalidasa’s Urvasi, it was love at first sight mingled with 
a feeling of gratitude, which first drew her towards Puriravas. 
The occasion of their first meeting, i. e., the rescue from the 
clutches of the demon, as also the curse through which she 
could go to the earth to stay with her lover foralong time, 
are mainly Kalidasa’s creation, even though they appear in a 
cruder form in the Matsya and the Padma Puranas. The 
conditions of her stay mentioned in the Vedic story had left 
the initiative with Urvasi but Kalidasa’s art made her, in a very 
natural way, the victim of a curse which she incurred as a 
result of her deep-seated love. Kalidasa has also added a 
boon from Indra, which terminated the operation of the curse 
after the birth of a son to her from Puriravas. This boon 
indirectly helps Urvasi to prove the great ardour with which 
She loved Puritravas as we shall see below. Throughout the 
drama Urvasi behaves like a sincere woman deeply in love 
with her lover, leaving aside her superiority complex which 
is so obvious in the Vedic version of the story. Kalidasa has 
thus by his superb art turned the self-conscious, imperious and 
hard-hearted Urvasi of the Vedic Literature into a meek, 
earnest and deeply loving spouse, who sacrified all her heavenly 
pleasures for the sake of her love. Her behaviour in keeping 
away her son immediately after his birth might appear a little 
Strange; but we should remember that the poet’s aim was to 
depict a loving heroine and not a loving mother, and if we 
look at the event from this point of view, we should rather 
be inclined to admire her sacrifice even of her motherly in- 
stincts for the sake of her conjugal love, just as we admire 
the sacrifice of her own son by the great nurse Panna of 
Rajasthan for saving the life of her young king, out of loyalty 
to him. It is to be noted, however, that Kalidasa does not 
exhalt Urvasi to the position of a queen and that she too 


EDITOR’S INTRODUCTION XXXXV 


calls Purtravas as mahdrdja and not as dryapuira®. She 
approaches him as an Abhisarikaé (III. 9. 3-5) and is never 
addressed as devii Throughout the drama, she remains an 
unmarried consort of the king, which is quite in keeping with 
her position at the court of Indra. It is true, that at the end 
of the drama (V. 19.22) when Indra extends the term of her 
stay with Puriravas, he uses the word sahkadharmacarini, but 
in view of the facts about the whole matter the word could 
not have been used in its usual sense of ‘a married wife’. 
Narada’s words ( V. 19.7 ) avirahitau dampati bhuydstam must 
also be understood in a similar way. See note on the passages. 

14. The episode of the separation of the lovers in the 
IVth Act is a little artificial. There is nothing in the -first 
three Acts that could suggest the temporary separation, 
which has given the poet an opportunity to depict the senti- 
ment of Vipralambha Srigara. There is no indication of the 
jealousy which has here driven her away from her lover, 
though this was not quite unexpected after the complete 
mastery over the king’s heart which she had acquired in the 
course of time. In the first three Acts she was not yet 
fully established and the occasion for jealousy was rather for the 
queen. But at any rate the event does not seem to grow 
out of the earlier part of the story, as it does in the case 
of the Sadkuntala. Yet the way in which the separation is 
arranged is ingenious ; being blinded with jealosy she enters 
the Kumara Vana the entry into which by women was forbidden 
under a permanent curse of Kumara Svadmin,* in spite of 


13. Pandit is certainly wrong in adopting the reading ajjauttassa in 
place of maharaassa at II1. 20. 1 ( Pandit III. 142), against the 
authority of 4 out of his 8 mss. Similarly at V. 11.10 ( Pandit 
V. 67 ) bhavati, and not devi, is the correct reading, since she is 
not a married queen, even though she fianlly attains to the 
position of the Mother of the Crown Prince, Bollensen’s mss., 
printed editions, and all the three commentators read the two 
words as they appear in our text. 

14, Could this have been suggested by the mention of the Kumara- 
vana in the Matsya Puraépa in connection with Kama’s curse to 
Puriravas ? See para 9 above. We may also compare the trans- 
formation of Prince Ila into a woman on entering the Saravana 
Here Weg under the curse of Uma according to Matsya Purana 

. 43-48, 
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her knowledge of the curse. This curse of Kumara is again 
a creation of Kalidasa’s Muse and has served a great purpose 
of establishing a mental union of the separated lovers before 
they actually meet. Urvasi was transformed into a creeper 
by the powers of that curse, but had still retained her inner 
consciousness and was thus able to bear witness to the king’s 
sincerity and single-minded love for her. I have said else- 
where that this picture of Urvasi has suggested to Bhava- 
bhiti his Chaya Sita in the third Act of the Uttara-rama- 
carita. The device of the ‘uniting gem’ is yet another 
creation of Kalidasa and is only a predecessor of the 
‘recognition ring’ of the Sakuntala. 


15. The lamentations of the king in the IVth Act are 
not very pathetic; but this is true of all the heroes of Kalidasa 
including Dusyanta. It is sometimes said that the lamenta- 
tions of Puriiravas are modelled after those of the hero of 
the Ramayana, but unlike the lamentations of Rama, those 
of Puriravas are tinged with a self-consciousness and royalty- 
complex which considerably mar the rise and development 
of pathos. This is also partly true of Dusyanta in the VIth 
Act of the Sakuntala. But it has to be admitted that Kalidasa 
has been less attentive to the delineation of his heroes than 
to that of his heroines. Thus for example, our hero Puriravas 
has not received much of the cutting and polishing at the 
hands of Kalidasa, Purtravas of Kalidasa not being much 
different from the Puritravas of the Vedas or of the Puranas.* 
With Dusyanta, however, the case was slightly different ; as 
the poet could not entirely change the original story, his 
Dusyanta like that of Vyasa had to be shown as falling in 


15. See para 39 below. 

16, Excessive greed of Puriiravas mentioned at Mahabharata, Adi, 
Adhyaya 75.vv. 18-24, Brahmdénda Purana I. 1.14-25, Visnu- 
dharmottara Purana Adhyaya 137, Kautalya, Arthaésastra 1.6 
(under Indriyajaya), Kamandakiya Nitiara I. 56 and other 
places is extraneous to the story of his love affair with Urvasi 
and is nowhere mentioned in connection with it. On the 
contrary, Puriiravas is said to be an ideal king possessed of all 
royal virtues in all the Puranas where he is mentioned in 
connection with Urvagi. 
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love with Sakuntala even before he knew who she was. But 
Kalidasa’s Dusyanta declares that he had the sanction of his 
Inner Voice for this, like all other great and pious persons 
in their difficult situations ; and this was not quite expected 
to be convincing to the audience until they were assured of 
Dusyanta’s qualifications for being regarded as great (drya_) 
and pious (sat). Dusyanta makes the assertion in v. 22 of 
the first Act and the whole-scene before this is so arranged 
that his behaviour in the episode of the hunted deer and 
even after his entrance into the hermitage proves his claim 
to be regarded as drya and sat. No such difficulty existed in 
the case of Puriiravas and so he practically remains as he is in 
the Vedas and the Puranas. He is a brave and unassuming 
warrior, a passionate yet courteous lover,’ thus possessing 
the usual qualities of a hero. 

16. Among the other characters, Vidisaka is more promi- 
nent than the rest; yet he is not as serviceable as Agnimitra’s 
Vidisaka, nor is he totally outside his hero’s love affairs like 
the Vidisaka of Dusyanta. He accompanies his royal friend 
during the later stages of his love affair in the second and 
the third Acts, though not at its inception in the first Act 
nor at its culmination in separation in the fourth. He is, 
however, present at the court after the re-union and also 
throughout the final stages of the permanent association on 
earth of the lovers, secured by the favours of Indra. He is 
an active Narma-suhrd of the king and is quite capable of such 
remarks as the one made at III. 13.25-26. 


17. The queen, the daughter of the king of K&si, is intro- 
duced in the second and the third Acts merely to serve asa 
foil to Urvasi and to show the intensity of the king’s love for 
the latter. She is shown as a practical woman, making a 
virtue of necessity and her presence also serves to show the 
courteous nature of the king, his daksinya. But beyond the 


16A, At Brahma Purana ( Anandashram 8, 8. No. 28), Adhyaya 277 
we have a strange story of a foolish Brahmana, who ardently 
longed for urvagi and as a result of severe penance for winning 
her favour is said to have been born as Puriravas in his next 
life and thus become united with her. | 
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formal removal of an obstacle in the king’s love affair, her 
introduction does not serve any very important purpose. On 
the other hand, she looks humiliated through her neglect by 
the king and even Urvasi, the intended heroine of the drama, 
suffers a little in the estimation of the audience by a contrast 
with the noble and dignified daughter of Kasiraja". Kalidasa 
seems to have realised his mistake before he wrote the Sdhun- 
Zala where the queen Vasumati is mentioned, but not actually 
brought on the stage. 


17, The name Audginari is found only in the Bollensen group of mss, 
and that too first in the stage direction before her first entry on 
the stage in Act II and then immediately after that, as the 


name of the speaker. 


Hi. THE TITLE OF THE DRAMA AND ITS PLOT 


A: The Title (18): 18. The title Vikramorvagiyam means 
‘A drama pertaining to Urvasi, won and retained by valour’. It 
was on account of his valour that Puriravas was able to rescue 
Urvaési from the hands of the demon and thus win her gratitude 
and love; this valour is referred to on two occasions by Citraratha 
in the first Act (1.13.4; 15.1). Mahendra refers to it in the 
words ¢asya me ranasahdyasya at III. 0.24 when he permits 
Urvasi to stay with Puriravas during the period in which she 
would be under the curse of Bharata. It is indeed his valour 
that has induced Mahendra to permit Urvagi to stay with 
Purtravas. It is again this same valour alluded to in the 
words samyuginah sahdyah at V. 19.21, which has finally 
persuaded Mahendra to permit Urvasi to stay with Puriravas 
throughout his life. In the original Vedic story there is no 
reference to this valour of Purtiravas; it is an innovation 
introduced by the poet and it is, therefore, prominently men- 
tioned in the title of the drama. The name of the hero does 
not figure here too, in the title, as in the case of the other 
drama, namely, the Abhijiidna-Sdkuntalam and the word 
vikrama here corresponds to the word abhijnana in the other. 
The attempts to discover the name of the poet’s patron in 
this word are unconvincing. As in the other plays of Kalidasa, 
even here the heroine is the most important character, on 
whom the poet expends his ttmost skill and labour and this 
is just the opposite of what Bhavabhiti does in his dramas. 
This fact is also well borne out by the titles of the dramas 
of the two poets. The names of both the hero and the heroine 
figure in one out of the three dramas of each; in the other 
two Kalidasa employs the name of the heroine alone, while 
Bhavabhiiti employs that of the hero alone. 


B: The Plot (19-22): 19. Naturally, in the present drama, 
namely, the Vikramorvagityam, the heroine Urvasi is predomi- 
nently before our eyes in every Act throughout the drama. Her 


18. See also Winternitz, History of Indian Literature (German ) 
vol, ITI. p. 220 footnote 2. The same may be said about the 
attempts to find a veiled reference to Prince Kumaragupta of 
the Gupta dynasty in the word Kumara used of Ayus at V. 
20. 2. | 7 
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attempts to win, secure and retain the love of Puriravas 
permeate the whole plot. It must be remembered in this 
connection that Urvasi is a very peculiar type of heroine. 
She is neither an unmarried virgin like Malavika or Sakuntala, 
nor a free courtesan like Vasantasené. No choice was left 
to her when her will came in conflict with that of her master. 
She was in the employ of Mahendra and was not free to act 
as She liked, especially in matters of love. She goes to 
Puriravas in the IInd Act just to find out whether her 
feelings were reciprocated by him with equal ardour. What 
She intended to do for establishing a long-term association 
between herself and Puriiravas on finding out the attitude of 
the latter is not very clear. As a matter of fact, that indeed 
was the great problem for our poet in view of the very 
inconvenient circumstances in which he found his heroine 
as transformed by the post-vedic literature into a chief 
courtesan at the court of Mahendra, as may be clearly seen 
from her description by the nymphs at I. 3. 11-12. It is this 
position of Urvasi at the court of Mahendra which was the 
greatest impediment in the way of her union with the hero, 
in spite of feelings of deep love on both sides. The help- 
lessness of this situation is prominently brought to our notice 
in the IInd as also in the Vth Act. Immediately after she 
has introduced herself to Puriravas, first through a love letter 
and then in person, a call from her master to attend for 
staging a drama suddenly breaks the meeting after an 
acknowledgement of the inevitability of the position by both, 
in view of her dependence upon her master’s will ( II. 17. 4-7). 
In the Vth Act, the same situation is repeated and acknow- 
ledged by the king in v. 17. Thus, from the very beginning 
it is evident that the union of the hero and the heroine in 
this drama had to be made dependent upon the will of a 
third person, purely as a matter of his favour and expedi- 
ency. The securing of the favour of this third person, 
Mahendra in the present instance, at least in the initial stages 
of the love affair, was rather difficult and the poet has 
achieved it very skilfully by the introduction of Bharata’s 
drama Laksmisvayamvara in his plot. This has helped him 
in achieving several good results. Thus he could prove the 
depth of the love of the heroine for the hero through the 
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medium of the very natural slip of her tongue. He could 
also secure Urvaégi’s long absence from the heaven on the 
earth as a result of Bharata’s curse to her owing to this 
slip. Her stay with Puriravas during this pretty long period, 
which is naturally suggested since the curse was intended to 
be a punishment, is further assured by the intervention 
of her kind-hearted master Mahendra on her behalf on that 
occasion, mainly due to the consideration of the hero’s 
vikrama or valour by him. Her rescue by Puriravas from 
the hands of the demon, purposefully introduced by the poet. 
at the beginning of the drama, the general partiality of 
Mahendra towards Urvasi and her compulsory absence for a 
long time from the heaven owing to the curse, have also 
contributed to determine Mahendra’s attitude and action at 
this juncture. 


20. The curse of Bharata had left the period of Urvasi's. 
banishment from the heaven undefined; but being intended as 
a punishment, as said above, it was meant to be a rather long 
one. Owing to her newly engendered feelings of deep love 
for Puriravas, however, the punishment actually proved a boon 
to her. Mahendra, appreciating all the facts of the situation, 
effected a compromise as it were, by putting a limit to this 
apparent punishment, thinking that a few years in the company 
of Puriravas would make her happy and that she might like 
to go back to the heaven which was: her home, at the end of 
that period. This favour of Mahendra to the loving couple 
has removed the initial obstacle in the way of the union of 
the hero and the heroine. The second hurdle in its way was 
the chief queen of Puritiravas; her introduction in the second 
and the third Acts has done her a little injustice, yet it has 
elevated her in the estimation of the audience owing to her 
thoughtful, willing and affectionate sacrifice of her interests 
in favour of her rival, Urvasi. Her graceful manner of turning 
a necessity into a virtue as the Vidisaka bluntly puts it at 
III.13.24-25, has paved the way for a lasting union of Urvasi 
with Puriravas. It is to be noted that after the curse and 
Mahendra’s favour in connection with it, Urvasi goes to Pu- 
ruravas as an Abhisarika (III.9.5), but is not quite sure about 
her long stay with him owing to the uncertainty of the attitude 
of the chief queen towards the whole love affair. This attitude 
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is now made clear by the queen’s observance of a vow called 
Priyanuprasédana, which she undertook after recovering from 
the initial shock that the news of the episode had very natu- 
rally given her. Thus, at the end of the third Act a lasting 
and happy union of the hero and the heroine is established 
and we have reached the climax of the plot. 

21. The anti-climax begins in the fourth Act with Urvasi’s 
feeling of jealousy for a Vidyadhara girl whom Puriravas 
had eyed rather too long for the appreciation of her virgin 
beauty. One is naturally reminded of Citralekha’s praise of 
Urvasi for her freedom from jealousy, when she compared the 
queen with Saci, Indra’s wife, at III.12.7. But on a compa- 
rison of the two situations, the hollowness of Citralekha’s 
praise would become clear. For in the third Act Urvaé 
compared the queen with Saci conceding her ojasvifd, in 
which however, she never regarded herself as the rival either 
of Saci or of the queen. On the other hand, in the fourth 
Act, it was a question of the tempting beauty of person in 
respect of which she surely regarded herself as the queen of 
beautiful temptresses. Her feeling of jealousy for the Vidya- 
dhara girl is thus quite natural. Besides, in the third Act 
Urvasi’s stars were in the ascendent; she had roused a passio- 
nate love in the heart of the king which was not yet fulfilled 
and so the occasion for feeling jealous was rather for the 
queen than for her. Any way, blind with jealousy and unfor- 
giving by nature (cf. IV.2.19), she entered the forbidden 
forest sacred to Kumara and was immediately turned into a 
creeper, leaving the poor king in an unhinged state of mind, 
wandering all over the forest in quest of her. The poet's 
employment of Kumara’s curse and of the red gem which 
put an end to it have helped him to remove the temporary 
barrier of misunderstanding between the two; but there was 
yet one more serious difficulty in the lifelong enjoyment of 
each other's company by the hero and the heroine and it was 
Mahendra’s directions to Urvasi to return to the heaven after 
the birth of a son to Puriravas from her. This was what 
Mahendra had really meant; but a too literal interpretation 
put upon his word parviditthasantano (III. 0.25) by Urvasi led 
her to keep away their child from the sight of Puriravas for 
as long a period as was possible under the circumstances. This 
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limitation put upon her stay by Mahendra was not disclosed 
by her to her lover, obviously to save him the agonies arising 
from the thoughts of an oncoming separation, and she herself 
had almost forgotten about it for the same reason. Yet the 
episode of the ‘uniting gem’, which has brought about the 
union after a temporary separation, has itself been skilfully 
utilised by the poet to bring the final catastrophy to a head. 
22. The ‘gem’ which looked like a piece of flesh, was 
lifted by a vulture, as it was kept aside by Urvasi while she 
was taking her bath at the confluence of the Ganga and the 
Yamuna, and was being taken away to her apartments in a 
casket for future use in her personal decorations. The orders 
of the king to keep the gem in a jewellery box at V.6.3 were 
meant only for immediate safe custody of the same. This 
unexpected loss of the uniting gem must naturally have made 
every one apprehensive of a fresh separation of the lovers 
and this is probably also what the poet wants to suggest. 
On seeing the vulture, the king’s son who was living in Cya- 
vana’s hermitage which was not far away from the capital, 
felt tempted to try his skill in shooting. After its fall, however, 
the bird with the gem was secured by the king’s officers and 
once again a re-union of the lovers, which seemed threa- 
tened, is suggested to the audience by the poet. On the 
other hand, after this proof of the completion of the boy’s 
Studies in the art and the science of arms, Cyavana asked 
the Tapasi who had brought him to the hermitage, to return 
the boy to his parents, as he was likely to be a source of 
trouble to the inmates of the hermitage in future ( cf.V.10.8 ). 
The return of the boy gives extreme delight to the unexpecting 
father and, for a while, even to the mother; but the latter is 
after a while, rudely reminded of the limit which was put on 
her stay on earth by Mahendra at the time when. she had 
left the heaven. Her remembrance and disclosure of it throws 
every one into a deep gloom, and the king prepares to leave 
for the forest after crowning his son as his successor to the 
throne. It is at this critical moment that Mahendra learns 
about the whole affair by his prabhaiva (‘mental powers’) 
and sends Narada” with a message that Urvasi need not 


19. On the earlier occasion Mahendra is said to have heard of the 
capture of Urvagi by Kegin from Narada; see 1. 13.7. 
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return as stipulated by him earlier and that therefore, his 
brave friend Puriravas should not leave for the forest. In 
this manner the last obstacle in the way of the lasting union 
of the hero and the heroine is removed owing to the deep 
sincerity in love of the heroine which led her to keep her 
child away from herself and his father and which filled her 
with tears of sorrow at the thought of the impending separation 
from her lover, after the few initial moments of joy at the 
sight of her child. Her master Mahendra who had no idea 
about the depth of her feelings for Puriravas when he first 
put the limit on her stay, quickly realised this and very ge- 
nerously, though not entirely without a selfish thought (cf. 
V. 19.20-21) of utilising his friend’s vikvama for his own 
purpose, permitted Urvaéi to stay with Puriravas as long as he 
lived. Thisin brief is the central theme of the drama and 
justifies the mention of Urvaési alone in its title. As said above, 
she is thus wonderfully transformed from her Vedic proto-type 
into a faithful, deeply loving consort of the king, who too 
is represented as reciprocating her love with a single-minded 
devotion. | 


C: The Type (23): 23. The drama is sometimes called a 
Totaka or Trotaka; all the manuscripts of the Bollensen group 
and 3 of Pandit’s eight mss. as also the two commentators 
Ranganatha and Koneévara agree in calling it a Totaka. The 
commentators define it as a drama in five Acts where mortal 
and divine characters play their roles together. But the other 
group of mss. calls the drama a Nataka only. Sahityadarpana 
(VI. 273) calls it a Trotaka, saying that its characteristic mark 
‘was an affair between the humans and the celestials. According 
to Abhinavagupta on Bharata’s Ndtyagdstra (G. O. S. ed., 
Vol. I, p. 87) it is called a Nataka, while Saradatanaya in his 
Bhavaprakdga calls it both a Nataka as well .as a Trotaka 
(G. O. S. ed., pp. 237-238 ). 


IV. PRAKRIT STANZAS IN ACT IV 


A: Introductory (24-25): 24. The problem of the [Vth 
Act is mainly two-fold:(1) The Prakrit and the Apabhraméa 
stanzas in it and (2) the different technical terms employed 
in the Stage Directions, especially in connection with these 
stanzas. I shall attempt a solution of both with the help of 
the material available to me, whether from the text itself or 
from any other relevant sources. 


25. There are thus 32 stanzas in all ( including the one 
in Sanskrit, No. 56, which belongs to this class owing to its 
contents ), out of which 11 are addressed by the king to the 
different animals and objects in Nature while inquiring about 
Urvasi. They are therefore, naturally put in the mouth of 
the king; but curiously, they are all in the early Apabhraméa 
language. Further, almost at the end of the Act, we have 
one more stanza in the same language and also put in the 
mouth of the king, recounting the animals and objects that 
have been approached by him during the inquiry. This last 
is addressed to Urvasi, when she presents herself before him. 
The remaining 20 are in the usual Maharastri language and 
are not put in the king’s mouth. They are descriptive of the 
king’s state under the image of an animal or an object in 
Nature, as is quite evident and as has already been suggested 
by both the commentators, Ranganatha and Koneévara. I 
intend to examine these two groups of stanzas separately and 
in order. to distinguish them from one another I shall call 
the former the Pratyukii stanzas and the latter the Anyokti 
stanzas. All these stanzas are supposed to be spurious by 
prominent scholars headed by Pandit, for reasons detailed by 
the latter in his critical edition®® of the drama. On the other 
hand, there are others like Bollensen and Pischel among 
the modern writers and Ranganatha and Konesvara among 
the older ones, who consider them to be a genuine” part of 
the text of the drama. After a careful examination of the 


20. Third edition, published in the Bombay Sanskrit Series, No. 
XVI, Bombay, 1901. 


21. See also Winternitz, History of Indian Lnterature (German), 
vol. III, p. 223, footnote 2, 
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stanzas Iam inclined to side with this latter group of writers. 
I shall now take up the consideration of the two groups of 
Stanzas, dealing first with the Pratyukti ones and then with 
the other group of the Anyoktis. 


B: Pratyukti Stanzas (26-31): 26. One of the points 
made out by Pandit is that ‘wherever they are intended to be 
chanted or spoken by the king, they are mostly tautological, 
containing the substance of Sanskrit verses immediately 
preceding or following them.’ Another of the same type is 
‘Not only are none of them required in their respective 
places, but several of them appear to interrupt the free and 
natural flow of sentiments as expressed in the Sanskrit 
passages.’ I shall examine the Pratyukti stanzas from this 
point of view and shall also attempt to find out if there 
is any evidence to show that the author or authors of the 
Sanskrit and the Prakrit portions of this Act were aware each 
of what the other had written. In this connection I first 
draw the reader’s attention to the last Apabhranisa stanza, 
i.e. No. 71, which is put in the mouth of the king. It 
recounts the animals and the objects in Nature of whom the 
king had inquired about Urvaégi. It should be noted that 
immediately before this stanza the king employs an expression 
tyantam kdlam in his Sanskrit speech (v. 70.4). This has 
evidently a reference to the long time which he had spent 
in search of Urvasi while he was ‘sinking in the darkness of 
Separation from her and wandering in the forest (v. 70).’ 
The king was naturally astounded to think that Urvasi had 
been merely watching him all the while, when ultimately he 
found her out at the outskirts of the same forest. So he asks 
her as to how she could remain without meeting him for 
such a long time. He was not yet aware that Urvasi had 
been transformed into a creeper, and in order to impress 
upon her mind the inexplicable cruelty on her part in calmly 
watching him in a pitiable condition for a long time, the king 
uses the expression iyantam kdlam. This expression requires 
an explanation if it is to refer to a long period of time and 
this is exactly what is supplied by the stanza, No.71. It 
says: ‘While I was wandering in this forest in search of 
you, weeping profusely all the while, I variously and repeatedly 
inquired about you from a peacock, a cuckoo, a swan, 
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a Cakravaka bird, a black bee, an elephant, a mountain, a river 
and a stag. The king means: ‘Could you be so cruel as to 
watch me silently and without pity for such.a long time, 
while 1 was thus going from one place to another?’ In the 
absence of this stanza, i.e. No. 71, the expression zyantam 
kalam remains without significance, particularly when the 
king did not yet know that -Urvasi was watching him all 
the while and still was utterly helpless to do anything to 
relieve his distress**. Besides, this stanza refers to the black 
bee as one of the inmates of the forest whom he had 
consulted; but it will be found that there are no Prakrit 
Stanzas which are addressed to the bee and the reference 
in the stanza is obviously to the Sanskrit stanzas Nos. 40-41 
and the intervening prose passage. This fact along with the 
existence of a Sanskrit stanza ( No. 56) which belongs to the 
category of the Anyokti stanzas shows, I believe, a close 
and natural inter-relation between the Sanskrit and the Prakrit 
Stanzas in this Act. 


27. We shall proceed to examine the other stanzas which 
are in the Apabhraméa language and are put in the mouth of 
the king, i. e., which belong to the Pratyukti class, and try 
to determine if they are mostly ‘tautological, containing the 
substance of Sanskrit verses immediately preceding or following 
them’ as Pandit describes them. Thus v. 8 explains how the 
king was under an illusion that a demon was carrying away 
his beloved until he realised that it was only ‘a dark cloud 
sending down his showers on the new flash of lightning.’ 
This process of the realisation of the truth is certainly not 
mentioned in the Sanskrit passages, whether preceding or 
following, and is very relevant in the context to explain the 
conclusions mentioned in v. 7. The king states how his 


22. This is also corroborated by the word vrttanta occurring in 
Urvagi’s reply to the king’s question at v. 71.1. This word 
must refer to some event or events connected with the king, 
for covering which a pretty long time suggested by the word 
tyantam was taken. This event could only be understood as 
the one mentioned in v. 71, viz., the king’s going from one place 
to another in search of Urvasi. For further details see note on 
the stanzas 70-71 in Act IV. 
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bhrama was removed when he realised that the so-called volley 
of arrows was not directed against Aim, as he had thought 
earlier (5.5), but against one whom he had considered to be 
his beloved (namely, vidyut), and as this was impossible he 
gazed a little more carefully ( vibhdvya ) and discovered the 
truth by the process described in y. 8, which thus recapitulates 
what happened before v.7. The next stanza v. 11 is addressed 
to the cloud and comes immediately after v. 10. It requests 
the cloud ‘to withdraw the showers of rain-streams which 
it had started and which had filled all the quarters.’ The 
king offers to bear any pain caused by this act of the cloud 
if only he were to meet his beloved in his wanderings over 
the earth. This stanza again fills up a gap between v. Io 
which precedes and the prose passage which follows it. In 
v. 10 the unbearable advent of the first rain-clouds alone is des- 
cribed; the request to the cloud to stop its working or to continue 
it under better circumstances is made inthis Pratyukti stanza, 
i.e. v. 11. From the king’s point of view this is disregarded and 
his mental worries continue; this forms a natural transition 
to the idea in the following prose passage that there was 
really no need for the king to suffer these mental worries. 
For the king, being the master of all the seasons ( kala ) 
including the rainy season, could command the cloud which 
ushers in the rains to stop the showers (and not merely 
veguest him) The manasah santdpa-vrddhih which 1s 
mentioned in the prose passage can be more naturally 
understood as alluded to in the Pratyukti stanza, No. 11, than 
that in the Sanskrit one, No. tro. 


28. The next, i.e. v. 20, is addressed to a peacock; 
it comes after the initial introductory words ydvad enam 
prchami in 18.1. The stanza contains a request and an 
inquiry (ab) with a couple of identification marks (c) by 
which Urvaéi could be found out. This stanza looks more 
natural after the prose sentence in 18.1 than the Sanskrit one, 
No. 21, since this latter does not contain any prominent 
cihnas which may help in her discovery. The adjectives 
which are used in v. 21, have a ring of artificiality about 
them, being called up to the poet’s mind owing to the 
needs of Anuprasa rather than anything else. Anyway v. 20 
cannot be said to be a repetition of what is said in v. 21; 
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the two, at the most, can be called supplementary to one 
another. The idea of mentioning identification marks is found 
in v. 20, while the marks themselves, in addition to those 
mentioned in v. 20, are given in v. 21. V. 24 isthe next Pratyukti 
stanza and is addressed to a cuckoo; one can easily see 
how the Sanskrit stanza, No. 25, presupposes this Prakrit one, 
1. e., No. 24, since the request in the former to unite the two 
lovers must presume the initial inquiry and come after the 
same. This initial inquiry is contained in v. 24. Besides one 
of the important mss. of Pandit, namely vu, and all the mss. 
of the Bollensen Group contain a prose passage in Sanskrit 
which precedes this stanza (v.24) and which ends in the 
words ydvad endm prechami (instead of ydvad enadm 
abhyarthaye of Pandit’s seven manuscripts ). But as a matter 
of fact, none of the three Sanskrit stanzas, 25-27, contains a 
pxchaé or an inquiry. V.25 contains only a request which 
can come only after an initial inquiry as said above. Thus 
v. 24 cannot be said to have disturbed the context in any 
way, but on the other hand, supplies a necessary preliminary 
to the request contained in v. 25. V.34 which is the next 
Pratyukti stanza, is intermixed with vv. 32 and 33; it is 
addressed to a swan, Its first line is a challenge to the 
swan after its supposed denial of having seen Urvaéi in the 
preceding prose passage (31.2). The whole of the Sanskrit 
stanza No. 32, which is emboxed between the first and the 
second lines of v. 34, contains an argument based on Tarka® 
proving the falsehood of his statement that he did not see 
her. An argument based on the Anvaya* Vyapti, which is 
in continuation of this Tarka, is then offered in v. 34d to 
prove the robbery of the swan. He is already called a 
Caura in v. 32. This proof of the swan’s robbery is then 


23. Anista-vyapaka-prasatjanam tarkah (‘compelling the acceptance 
of the more extensive term, which is unacceptable’ on the basis 
of what is presumed for the sake of argument). Here the form 
of the Tarka would be:-yadi na darganam tadaé na madakhe- 
lapadam gatam ; thus ‘the absence of the gait’ being unaccep- 
table, even the ‘absence of sight’ cannot be presumed. 

24. Yadé etadrit gatih tadé tasyah darganam, gateh apaharanam 
cauryena adhyayanam va siddhyatyeva. 
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followed by a demand from the king for a return of the 
stolen property, namely, Urvasi, in the Sanskrit stanza No. 33. 
The king however, thinks better and the charge of theft made 
in vv. 32-33 is now foned down to one of unacknowledged 
studentship in the last two lines of the stanza under discussion 
No. 34(cd). But even this latter is as bad as theft and 
falsifies the supposed statement of the swan about his 
ignorance of Urvasi in 31.2. It will thus be seen that 
Vv. 32-33 (Sanskrit ) and v. 34 (Apabhraméa ) are interdepen- 
dent and mutually supplementary, since the charges which 
they contain are separate, though allied. 


29. V.36, the next Pratyukti stanza, is the king’s address 
to the Cakravaka bird, making inquiries about Urvagi’s where- 
abouts. It gives one or two indicatory marks for her iden- 
tification and comes after the introductory words ydvad enam 
picchadmi, (34.5) aS in the case of v. 24. This inquiry, or 
rather a right to make it, is supported on the basis of a common 
relationship existing between the king and the bird (compare 
the pun on the word ratha) in v.37 (Sanskrit ). It will be 
seen how in the absence of v. 36 there will be no pmchda about 
Urvaési at all addressed to the bird in the Sanskrit stanzas 
viz. VV.37-39; V.37 merely says ayam tvdm prcchati and one 
has naturally to understand that the object of the inquiry is 
already mentioned in v.36. The Cakravaka bird can under- 
Stand what is said in vv.37-39 only if he is supposed to have 
first known the object of the king’s inquiry, namely, the where- 
abouts of Urvasi and this is possible only if he is supposed 
to have heard v.36. It is thus quite clear that this stanza, 
No. 36, cannot be regarded as spurious, since its existence is 
Strongly presumed by vv.37-39. V.45 is the next Pratyukti 
stanza addressed by the king to an elephant making the same 
inquiry about Urvasi; this too comes after the introductory 
words bhavatu, prcchadmi in 44. 2, mentioning an indicatory 
mark or two for her identification.> This prcchd is further 


25. The expressions pucchimi and akkhahi in this stanza follow these 
words more naturally than the kaéku contained in v. 46, which 
clearly looks like a supplement containing additional flattering 
epithets and an attempt at Anuprasa to attract the hearer’s 
attention. 
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elaborated in the following Sanskrit stanza, No. 46, by giving 
additional marks for identification. In v.45 she is said to 
possess moon’s loveliness, but in v.46 she is also described 
as having the slenderness of the digit of the moon and still 
possessing something like it which commands attention even 
from a distance. Her fondness for flowers in her hair as also 
her fully developed youth are further mentioned in v.46, but 
at any rate the two stanzas do not contain repetitious matter. 
V. 50, another Pratyukti stanza, similarly comes after the initial 
preché to the mountain in v.49; the mountain is supposed 
not to hear it owing to distance and so there is a samipam 
gatvad prcché mentioned in the prose passage 49.2. This second 
prechaé is actually made in v.51, but before it is formally 
made, an earnest request** to show him his beloved if he had 
got her, is preferred to the mountain in the Pratyukti stanza, 
No. 50. In v.49 the king asks if Urvasi had visited the 
mountain, suggesting the meeting of the two, Parvata and 
Urvasi, on the basis of the law of ‘Like to Like’ or samdana- 
$ila-vyasanesu sakhyam, and mentions a point or two of their 
similarity for this purpose, though they are mostly verbal. 
Here in v.50 two more points of the same kind are suggested : 
The mountain has many small white streams on it (owing to 
the first rains), while Urvasi has a crest of white flowers; 
on the mountain songs of Kinnaras are heard, while Urvaséi 
has herself the voice of a Kinnara. Here too, the two stanzas, 
Sanskrit and Apabhramiéa, do not at all cover the same ground 
and are supplementary to each other. By the by, we should 
not lose sight of the rather strange fact that the Sanskrit stanzas 
Nos. 21, 37, 46, and 51, disclose an indulgence in verbal puns, 
which greatly detract from the rise of pathos, while the 
corresponding complementary Pratyukti stanzas, Nos. 20, 36, 
45, and 50 which precede them, are expressive of genuine 
feelings and are without any verbal embellishments”. V.53, 


26. This request is made partly on the assumption that the first 
prechaé in v. 49 was heard (the king had only a ganka and hence 
the possibility of its being heard has to be assumed) and partly 
in anticipation of a strongly presumed reply in the affirmative 
to his second formal prcch@ in v. 51. ) 

27. It is therefore more likely that the Apabhraméa stanzas were 
first composed and then supplemented by the more ornamental 
ones in Sanskrit. 
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the next Pratyukti stanza put in the mouth of the king, occurs 
after the words prasddaydmi tdvad endm in 52.1. Two of 
Pandit’s mss. agree with this reading, while the other six 
have ydcisye tavad endm, in any case the stanza, No. 53, con- 
tains a ydcand for prasdda (cf. pasia). The Sanskrit stanza, 
No. 55, which follows, supports this ydcand for forgiveness 
by a question as to why she was displeased with him, sugges-- 
ting at the same time by means of three significant adjectives 
that he had given no cause whatsoever for her displeasure. 
If this stanza, No. 53, is dropped, there will be no ydcand or 
prasddana at all in v.55 and the introductory words ydcisye 
or prasddayadmi will be absolutely without any significance. 


30. V.59 is the king’s request to a Saranga; it comes after 
the introductory words sdrangam abhyarthaye in 55.6. But 
before the king actually speaks out his request”, he finds that. 
the Saranga was not sufficiently attentive owing to his preoccu- 
pation with his own love affair mentioned in v.58; but still 
he takes a chance and speaks out his request and inquiry in 
v.59, mentioning a few marks for identification. Suspecting, 
however, that the Saranga was inattentive and that the marks 
which he had mentioned did not attract his attention, the king 
loudly repeats his inquiry, this time picking out only a 
single mark which would appeal most to the deer, namely, 
her broad eyes which resemble those of the deer’s mate. 
That the Sanskrit stanza, No. 60, which mentions this last, 
was a repetition of a request and was intended to attract a 
special attention of the deer is clear from the exclamation 
hamho which precedes the vocative yuthafate (Pandit) or 
harinapate, also intended to be flattering by the use of the word 
pat. Here too, the Sanskrit stanza, No. 60, contains merely 
an inquiry and in the absence of the Apabhramm$a stanza, No. 
59, which contains a request for help (abhyarthana ), will 
be incongruent and irrelevant after the introductory words 


28. The intervening stanza, No. 57, merely describes the lovely 
Saranga whose beauty had struck the king in the meanwhile, 
and whom he describes as ‘a glance of the Sylvan Deity’. His 
body was covered with black spots on a white background, 
corresponding to the black pupil in the middle of the white 
surface of the eye. 
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abhyarthaye in 55.6. Inthe next Pratyukti stanza, No. 68, the 
king does not make an inquiry or a request, but addresses a cree- 
per as a probable friend of Urvasi, on the basis of the same 
law of ‘Like to Like’ as in the case of vv. 49-50 mentioned 
above. The two very much resembled each other. He, therefore, 
desires to embrace her as a loving friend and before doing 
so, makes a promise to her which, he expected, would naturally 
be carried to Urvasi owing to the close friendship of the two, 
Lata and Urvasi, as the king thought. The promise is that 
he would never more leave Urvasi at any time if by good 
luck he were to find her again. Here too, we feel that the 
king must naturally address the Lata before actually embracing 
her as intended by the words in 67.1, so as to express regret 
for his past behaviour and give a promise for his future care 
of her. Thus this stanza too is neither redundant nor disturbing 
the context or the flow of the sentiment. The last Pratyu- 
kti stanza, No. 71 is addressed to Urvasi herself and its great 
significance is. already explained at the beginning of this 
examination of the propriety of these stanzas. 


31. It will thus be seen that all these stanzas which are 
put in the mouth of the king are quite appropriate and nece- 
ssary in their context. They do not contain any repetitious 
matter, but are logical supplements to the king’s Sanskrit 
speeches. They do not disturb the sentiment in any way, 
but often only help to heighten it. They are thus an inseparable 
part of the king’s speeches and there can be no reasonable 
doubt about Kalidasa’s authorship of them. But, we may ask, 
what could be the purpose of these Pratyukti stanzas that are 
put in the mouth of the king, and further, did the king 
himself sing them, or was this done by some one else? In 
this connection it should be remembered that most of these 
are accompanied by the Carcari dance, as the stage directions 
show, in which the king himself is often directed to take part. 
It is therefore not unreasonable to suppose that the king may 
have taken part also in the singing of these stanzas. As will 
be suggested below (in para 39), both the music, oral and 
instrumental, and the dancing were intended to afford a little 
diversion to the audience, while they were witnessing the 


monotonous scene of the lonely king’s lamentations on the 
Stage. 
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C: The Anyokti Stanzas (32-40): 32. There is another 
class of stanzas numbering 20, all of which except one 
are composed in Prakrit, i. e., in Mah&rastri and which 
are not recited by the king or any other character on the stage. 
They are all of them intended to suggest the condition 
and sentiment of the king actually moving on the stage. 
I have. therefore, called them Anyokti stanzas. They are 
Nos. 1-6, 12, 14, 19, 23, 28, 29, 35, 41, 43, 48, 54, 56, 63 and 75. 
Two of these, namely 1and5 are described as Prdaveézhi 
Aksiptikad in the stage directions about them; the first 
suggests the entrance on the stage of the two celestial 
nymphs, while the second suggests that of the hero, Puri- 
tavas. Both the words prdvesiki and dksipitka are evidently 
Significant adjectives, the latter being used in place of a noun, 
and a glance at Bharata’s Natyasdstra, 32.23-24, would show 
that this noun is dhruva. Bharata defines and illustrates several 
kinds of short and long Dhruvas, which are all composed 
in the Prakrit language” in ch. 32; in vv. 23-24 he mentions 
five different kinds of them in view of their employment 
for five different purposes, which are explained later on in 
v. 333ff. The first of these is Pravesiki which is defined as 
follows in v. 335:—‘That which is sung at the time of the 
entrance of heroes in connection with various sentiments is 
to be known as Pravesiki Dhruva (as said) by experts.’ 
This description exactly corresponds with what could be 
said of our Pravesikis, and leads us to the significant 
conclusion that the other similar stanzas in this Act are very 
likely some kind of Dhruvas, though there is no direct 
evidence to say So in any of the stage directions about them. 
Out of the five Dhruvas defined by Bharata, the second, 
defined in v. 336, is called Naiskramiki:—‘One should know 
that to be the Naiskramiki Dhruva, which may occur ( either ) 
at the end of an Act, or at the time of the exit (ofa 
character ), which refers to what is relevant in the context 
and whose features are suited to the exit (of the character 
in question ).’ Now if this definition is applied to vv. 4 and 75 


29, At Natyaésastra 32.408 Bharata prescribes the Sauraseni language 
for these Dhruvas, but our stanzas are in the Maharastri 
following the general practice. 
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they may be appropriately called Naiskramiki Dhruvas of 
the nymphs and Puriravas respectively. The only thing 
to be noted in this connection is that though in the case of 
the nymphs the Pravesiki and the Naiskramiki Dhruvas 
tefer to the same bird, namely, the swan, it is not so in the 
case of Puriiravas, whose Praveéiki refers to an elephant, 
while the Naiskramiki refers to a swan. Our stage directions 
for these two stanzas imply that they were known as Khanda- 
dharas, i. e., I think Dhruvas composed in the Khandadhara 
metre. We shall see below®® how Khandadhara is very likely 
the common name of more than one metre which closely 
agree with one another, in spite of slight difference. That the 
Dhruvaés were to be composed in many different metres is 
quite evident from v.21 of the same chapter of the Ndlyaéasira; 
it says :- ‘And these Dhruvads, which are five in number, 
should be known as arising out of many different metres.’ 
As a matter of fact, we find similar names occurring in the 
Stage directions, being either prefixed or affixed to certain 
stanzas. They are:- Khandaka (v.19:), Galitaka ( v.56 ), 
Jambhalika (v.3), Bhinnaka (v.14), Khuraka (v.23) and 
Khandika (v.48), All these are Anyokti stanzas and we shall 
discuss these names in a separate chapter below. But for the 
present, it is enough if we could conclude that these are the 
names of the different metres employed in the composition of 
these stanzas, which I believe, can now safely be called Dhruvas 
in the light of Bharata’s directions®. 


33. We shall now try to find out, if we can, as to whether 
it is possible to determine the particular kind to which the 
remaining Dhruvés may be said to belong. Naturally they 
cannot be either Pravesiki or Naiskramiki Dhruvas, but must 
belong to one of the three remaining kinds out of the five 
which Bharata has defined. These three are: (1) Aksepiki, 
which is employed by those who know the proper way to 
do it, without regard to any particular order (v. 337); (2) 
Prasadiki, which is capable of allaying the disturbance caused 


30. See para 42 below. 

31. On the employment of the Dhruvas in Sanskrit dramas see Dr, 
V. Raghavan’s article on ‘Music in ancient Indian Drama’ in 
the Journal of the Madras Musical Academy, Vol. 25. p. 79ff. 
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by the introduction of a different, i. e., a contrary sentiment, 
and of restoring the equilibrium of the stage (v.338); and 
(3) Antariki which is intended for concealing the unexpected 
mistakes or defects in acting, reciting and the like, occurring 
in the parts played by the different actors ( vv.339-340). It 
will be clear from these definitions, that the remaining 16 
Dhruvas in the Act may be safely classified as the Aksepiki 
Dhruvas, whose purpose is Afsefa or a ‘diversion’ of course, 
of the minds of the audience from what is actually relevant 
on the stage, to something which is not quite so, but which 
is related to it and has the power to suggest it and to afford 
a relief to them from an excessive strain of a sentiment etc. 
The introduction of these stanzas is left to the good sense and 
éxperience of the poet, their number and place being deter- 
mined according to the needs of the occasion. I think this 
is the meaning which must be assigned to the word Aksepa 
in the name Aksepiki; it cannot be mere ‘suggestion or impli- 
cation’, as suggestion about the purpose of a Dhruva is inhe- 
rent in its name, as seen from the other. names, which respe- 
ctively suggest ‘entrance, exit, pacification and concealment.’ 
On the analogy of these four, * Aksepiki too must be supposed 
to convey Aksefa as its purpose. How and when such a 
suggestion and diversion are to be afforded depends upon the 
difficulties and needs of the particular case, and as these 
cannot be brought together under any definite heading, Bharata 
has left the use of such Dhruvas to the choice and experience 
of the dramatist himself. In the present case, whether 
Kalidasa has any definite plan for their introduction at 
intervals, we shall be able to know only after a closer examina- 
tion of these Anyokti stanzas. 


34. The following 16 are the Anyokti stanzas which 
may now be called Aksepiki Dhruvas, to distinguish them 
from the other four which are Praveéiki and Naiskramiki 
Dhurvads as we saw above :—Nos. 2, 3, 6, 12, 14,19, 23, 28, 
29, 35, 41, 43, 48, 54, 56 and 63. Of these vv. 2 and 3 occur 
in the PraveSaka and are almost identical except for the 
3rd line; they are the Anyoktis of the two nymphs, the 
friends of Urvasi. They depict them as ‘dejected and tearful 
owing to the grief of separation from their companion, but 
beyond this no other purpose seems to be intended for them. 
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The remaining 14 are found in the Act itself. Nine of these. 
refer to an elephant®? who is in a depressed mood, being 
separated from his beloved mate; one of these nine again 
depicts the celestial elephant Airavata roaming about in the: 
celestial garden Nandana, and is composed in Sanskrit, 
perhaps owing to the high status of the elephant. These 
nine are :-14, 19, 23, 28, 29, 35, 43, 56 and 63, 56 being the one 
composed in Sanskrit. V.12 refers to a dancing Kalpataru, 
v. 48 to a hog who its in a thoughtful and defiant mood, but 
ready to act, and v.54 to the ocean who too is enjoying 
his majestic dance in the company of his friend the cloud. 
The remaining four, vv. 2, 3,6 and 41 are Anyoktis on a 
swan, the first two referring to the two nymphs and the last. 
two referring to the king. As regards the place of their 
introduction in the Act, we find that v. 6 occurs at the very 
outset when the king starts his search with the rain-cloud. 
in vv. 7 and 8. Here, a youthful swan, the truer representa- 
tive of the king, as will be shown hereafter, as compared 
with the elephant, is shown as ‘pining in a lake, restlessly 
flapping his wings, having taken to heart the grief for his 
separated mate and his eyes filled with tears’. V.12 which 
describes the dancing Kalpataru is brought in just before the 
king happens to be in a temporary mood of  self-praise 
owing to the vdjofacdra that is done to him by the cloud 
in v.13. In the stage direction that precedes v.13, the 
king too is represented as dancing while the stanza was 
being recited. V.14, describing an elephant is then introduced 
after the words ‘I shall now start my search of my beloved 
in this forest (13.1). After the Pravesiki of Purtaravas, 
l.e., v.5, this is the first Gajanyokti which describes the 
elephant actually advancing in the mountain-forest with a 
dull and moody movement. In the Pravesiki itself, it was 
said to have merely entered it. 


35. The king’s search begins first by the encouragement 
which he receives from the Kandali flowers resembling the 


32. At NGtyasdstra 32.376f£., Bharata prescribes that these Dhruvas 
should have as their basis certain objects and animals on the 
strength of mutual similarity. An elephant or a swan (the 
K&Si edition reads rajasimhah, but evidently the correct reading 
is rajahamsah ) is mentioned for the king. | 
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angry and tearful eyes of Urvasi. He naturally expects to 
meet Urvasi either in an angry or a repentant mood and 
this idea is kept up by the poet throughout his meetings 
with the different inmates of the forest ending with the 
‘creeper. But after the first disillusionment he decides to 
give up his search on his own and proceeds to make 
inquiries from others about her. Here again at the beginning 
of this new phase of his activity after the frustration of his 
independent efforts, the elephant is introduced in an Anyokti 
stanza (v.19) in a dumbfounded state of mind (vismita- 
manasa). The king addresses the peacock, and finds out 
from his gestures that-he did not know anything about her, 
but on the other hand, was happy to hear that she was no 
more there to be his superior. He then proceeds to the 
cuckoo and here too, we get another Gajanyokti (v. 23) in 
which the elephant is now pictured as ‘wandering aimlessly 
in the forest with his eyes streaming with tears.’ The cuckoo 


is disappointing and the king thinks that he has heard a sound 
resembling the gingling of the anklets of his Urvasi. But 


before he goes out in search of the same, the elephant is 
brought in again (v. 28), this time not merely with ‘tearful 
eyes, but also with other signs of ‘increased anguish.’ 
Another stanza (v. 29), which immediately follows, describes 
the elephant in a still worse condition as ‘being consumed 
by the flames of grief; the tearful eyes are of course there, 
probably as a precursor of the keen disappointment on 
realising the deception, caused this time by his ears. But 


nevertheless, without despairing, the king asks the royal swan 
whose cackling had thus misled him, about Urvaéi. On 


seeing that the swan was unwilling to disclose his information 
owing to a guilty conscience of having learnt something 
from Urvasi without her permission, as he imagined, the 
king next goes to a Cakravaka bird for making the inquiry. 
Here once more, a Gajanyokti appears (v. 35), in which the 
elephant is represented as ‘going mad (unmatia) through 
the grief of separation.’ The studied silence of the Cakravaka 
bird who was expected to respond with sympathy owing to 
Similarity of experience, is ascribed by the king to his own 
adverse fate and the search and inquiry is carried on further 


by him. He sees a lotus with a humming black bee on it 
and wants to ask it about Urvaéi. 
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36. Here at this stage, a youthful swan is introduced in 
an Anyokti stanza, (v.41), but not in a depressed state of 
mind. On the other harid, he is said to be sporting in a lake, 
full of passion and in the enjoyment of intense mutual love,. 
though the female mate is not at all mentioned in the stanza.. 
It is difficult to see the purpose of this stanza, since it does 
not reflect the actual condition of the king, unless of course,. 
we imagine that it is to give a hope to the audience that all. 
was not lost for the king and that he would soon be enjoying 
the company of his beloved, though she was not with him for 
the present. Anyway, the king asks the black bee about. 
Urvasi, but even before receiving his answer, concludes that 
it had never seen her, since otherwise it would never have- 
shown such fondness for the lotus, which was much inferior 
to her face. Leaving the black bee, the king next proceeds: 
to consult an elephant enjoying the company of his beloved 
mate, about Urvasi. At this stage a Gajanyokti follows (v.43 ),. 
where an elephant is pictured as ‘greatly tormented by sepa- 
ration with the swarm of bees leaving his temples’ owing to- 
the drying up of their stream of rut. The king however,. 
merely receives a grunt of encouragement from the happy 
elephant and leaves him undisturbed any further in his romantic 
love affair. The king next goes to the mountain and wants: 
to ask him about Urvasi. At this moment a hog in a defiant. 
mood, but ready to act, is described in an Anyokti stanza 
(v.48). This is probably to suggest the king’s persistent efforts: 
in spite of disappointment. The mountain too causes a deception. 
by his echoes and the disappointed king meets a rivulet rushing 
forward over the sides of the mountain. While he is engaged 
in an attempt to pacify the rivulet thinking her to be Urvasi 
herself assuming that form, we get yet another Anyokti stanza 
(v.54), this time describing the tumultuous ocean enjoying his: 
majestic dance in the company of his friend the rain-cloud.. 
Even here, it is difficult to see how exactly the dancing ocean 
represents the king; but it is not impossible to suggest that it. 
Stands for the indomitable spirit of optimism in the king, who 
would not give up his hopes in spite of repeated frustration. 


37. The king realises that the river was not Urvasi and 
now decides to go back to the place where Urvasi had suddenly 
disappeared, i. e., at the very entrance of the Kumaravana. 
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He, however, in the meanwhile, desires to consult a stag 
‘whom he sees on the way. Here we get the next Anyokti 
stanza, (v.56), which nevertheless is composed in Sanskrit 
and describes the celestial elephant Airavata roaming about 
In the celestial garden, the Nandana-vana, but in a depressed 
mood owing to the separation from his beloved mate. The 
stag is inattentive and the king leaves him with a sad reflec- 
tion that a man in distress and difficulty is easily neglected 
and offended. He then proceeds towards a red Kadamba, 
whose flower had been used by Urvaési before entering this 
forest in which the king has been wandering in search of her, 
suspecting that she had concealed herself somewhere in it, 
or had assumed an un-human form by her mystic powers to 
torture the king. This would mean that the king had now 
returned to the very place from where he had started out in 
search of Urvaéi and where she had suddenly disappeared, as 
he himself tells us at 55.3-4. That he was wandering in the 
Kumaravana which must be supposed to be bordering on the 
Vidyadharavana, is also clear from the words of Citralekha 
at 2.28. The red Kadamba thus must be regarded as lying 
somewhere on the outskirts of the Kuméaravana, and not in 
it. The king is obviously referring to an occasion when he 
was still in the good grace of Urvaéi, in v. 61. Not far from 
this Kadamba tree he spots out a red gem in the crevices 
of a rock. He picks it up; but remembering with tearful 
eyes how Urvaési alone was fit to wear it in her hair, decides to 
throw it away, fearing that otherwise, the only result would 
be for him to keep looking at it and spoil its lustre with the 
unavoidable tears which must gush down from his eyes 
through the memory of his beloved. At this point, the next, 
and the last Gajanyokti ( v. 63 ) is introduced, describing the 
élephant as ‘very dejected, with his hope fixed on his beloved, 
having a lean face, and eyes full of tears.’ At the bidding 
of an unseen voice, which said that the gem had the power 
of reuniting separated lovers, the king takes it up and preserves 
it for being ultimately presented to Urvaéi, though the 
immediate promise was to hold it on his crown out of respect 
and affection (v. 66), if the union were brought about by it. 
Immediately after the find, the king comes across a 
Madhavi creeper, which had no flowers at that time and so 
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no bees were hovering around it. He imagines that the creeper 
very much looked like Urvaéi, not this time in an angry 
mood, but in a mood of repentance for having neglected 
his sincere professions of love. As a matter of fact, the 
creeper was Urvaési herself and as a result of the powers of 
the gem, the lovers become united when the king embraced 
the creeper. Hereafter the only Anyokti stanza that we 
get is the Naiskrémiki Dhruva, v. 75, describing the happy 
young swan flying up to the skies at will after being 
united with his separated mate. 


38. This detailed examination of the occurrence of the 
Anyokti stanzas ought to leave no doubt that they bear some 
relation with the movements and actions of the king while 
he is on the stage. They are introduced whenever the king 
goes from one object to another for inquiry or whenever 
something new is started by him. They may, therefore, be 
properly styled as the Aksepiki Dhruvas, since they serve 
a double purpose of the audience, namely, by offering them 
an Aksepa or suggestion about the king’s condition, and 
another Aksepa or diversion from the monotonous wailings 
of the king. Out of the five kinds of Dhruvas, the Praveéiki 
alone has been used by later dramatists as is seen from the 
one employed by Murari in his Anargha- Raghava, 1.13. 
The authors of the Vdatyadarpana mention another Pravesiki 
from the Vth Act of a drama called Devi-Candragupia, 
while our commentator Koneévara refers to yet another one 
from a drama called /dnaki- Raghava. In all these three 
cases, an elephant is chosen as the animal to represent the 
hero and Géathé as the metre in which it is composed and 
this seems to have been the common practice even in the 
days of Kalidasa. In our drama the elephant is chosen in 
10 out of 20 Anyokti stanzas, including the Praveéiki of the 
hero, though the Pravesiki of the two nymphs refers to a 
pair of female swans. This bird has, as a matter of fact, 
been chosen for all the Anyoktis in connection with the 
nymphs, and also for the Naiskramiki of the hero. He.is 
thus found in 7 Anyoktis in all, while the Boar, the dancing 
Kalpataru and the dancing Ocean have claimed only one Anyo- 
kti stanza each. But even though Kalidasa has thus introduced 
the elephant more often than the swan, his preference for 
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the bird is unmistakable. This young royal swan is brought 
in on three different occasions, at the beginning of the 
king’s wanderings (v.6) as ‘full of grief and dullness;’ in 
the middle of it, as ‘a little eager and expectant’ (v. 41 ), 
and lastly at the end of all, ‘as happy and cheerful’ (v. 75), 
thus representing the king in the three different stages of 
his roaming career in the forest. The use of the word vimana 
in v. 75 very definitely suggests the identity of the king and the 
Swan, 


39. Ithas been said above that the purpose of these 
Anyokti stanzas is both suggestion and diversion (dksefa ). 
The need for the latter which I believe, is their main purpose 
will be well appreciated if we compare the IVth Act of the 
Vikramorvasiya with the [Xth Act of Bhavabhiti’s Malati- 
Madhava and the IlIrd Act of his Uttara-Rdma-Carita. 
It is generally believed, and for good reasons, that the [Xth 
Act of the Mdlati-Madhava is modelled on the IVth of the 
Vikramorvasiya ; but we must bear in mind that there is an 
essential difference between the two. In the Malati-Madhava 
the hero is not left all alone on the stage in his uninterrupted 
laments so as to be tiresome to the audience. His bosom friend 
Makaranda is there to serve as a foil to his pathos and to divert 
the attention of the audience from him and his pathetic condi- 
tion to other things as well. The presence of the invisible Sita 
by the side of the wailing Rama in the IIIrd Act of the Uttara- 
Rama-Carita is, on the other hand, much more impressive and 
successful in serving the same purpose. But even the idea of 
introducing invisible Sita by the side of Rama was very likely 
suggested to Bhavabhiti from the character of Urvaéi in our 
drama, who could ascertain for herself the genuineness of the 
king’s love for herself without being noticed by him, owing to 
the very peculiar position in her changed form as a creeper, 
where she retained her inner consciousness, but not her external 
form. Kalidasa’s difficulty in achieving the same purpose® of 


33.  Heightening of the emotional effect was the main purpose of 
the Dhruva-gana according to Dr. V. Raghavan who believes - 
that the Dhruvas in our drama, as in all Sanskrit dramas, were 
composed and introduced by stage artistes when the drama was 
actually staged and that they were sung behind the stage. See 
the article mentioned in footnote 31 above. 
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diversion in our drama was obvious; the king’s friend Vidisaka 
had not accompanied him to the pleasure-resort and even if he 
had done so, his very nature would have prevented him from 
following the king in his painful wanderings in the forest. Nor 
could Kalidasa have taken advantage of the invisible Urvasi, 
since even for the audience Urvasi was incapable of any move- 
ments, actions, gestures or speech by which she could divert 
their attention, even for a while from the uninterrupted lamenta- 
tions of the king. On the other hand, a careful artist like Kali- 
dasa could not leave the audience entirely to themselves face to 
face with only the wailing king on the stage. Itisin sucha 
special and peculiar setting that these Aksepikis must have 
been used by the poet# for providing an occasional suggestion 
and the much needed relief to the audience. 


40. The next important question in connection with these 
Anyokti stanzas is: Who recited or sang these and where? 
Further, did they convey merely a word-picture of the animal, 
bird or object, or was there anything like a visual representation 
of these by means of a large life-like picture or a full-size clay 
model or by some other means? It is indeed difficult to 
answer these questions satisfactorily, yet an attempt may be 
made. These Anyokti stanzas were certainly not recited by 
the king, nor by any particular character on the stage, as none 
such is mentioned either in the body of the text or in the stage 
directions. On the other hand, if they had been recited or 
sung by some one behind the curtain,® the representation of the 
animals etc., mentioned in them would be only auditory and 
not visual. But this is less likely; besides, many of these as 
well as the Pratyukti stanzas are associated with what is styled 
as Carcarl in the stage directions and this latter was a sort 
of dance-music, as_ will be shown below (paras 44-47 ). 
This leaves no doubt that these Dhruva stanzas supplied a 
breathing time to the audience while they listened to the king’s 


34. Kalidasa was not merely a poet, but also a consummate artist; he 

| must have personally supervised the staging of his dramas as 

his reference to his own prayoga-vijtana at Sakuntala I. 2 
clearly shows, 


35. This is what is suggested by Dr, V. Raghavan; see footnote No. 
33 above, 
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lamentations, or rather to his monotonous addresses to the 
animals and objects; but the actual wording of these which is 
practically of the same pattern, had comparatively little to do 
with this function, that being mainly the charge of the dance- 
music which accompanied them. Dance-music, mostly instru- 
mental, implies dancers and musicians whether male or 
female, and so we may hazard a guess which may not be far 
from the truth, that the Anyokti stanzas were recited or sung 
by a dancing girl or girls, who conveyed the idea about the 
animal, bird or the object, by means of dance-postures, gestures 
and appropriate action. These artistes may have normally 
remained behind the curtain, appearing on the stage through 
the wings only at the time of singing and dancing, but otherwise 
leaving the king alone on the stage. The highly developed 
State of dancing in the days of Kalidasa makes this very pro- 
bable. Such a representation would be far more effective than 
any other kind of it, and further, we may imagine, that the 
Sentiment too, would not be much disturbed if the music and 
presentation are sufficiently skilful and appropriate; on the 
other hand it would be greatly assisted. This looks more likely 
too, in view of the fact that on four or five occasions the king is 
represented as dancing while he addresses the inmates of the 
forest (vv. 24, 34a) or when an Anyokti stanza (v. 12) or even 
a Sanskrit stanza (v. 58) was being recited. 


D : Language of the stanzas (41): 41. We have said above 
that the language of the Pratyukti stanzas is generally Apabhra- 
méa and that ofthe Anyokti ones is generally Maharastri. The 
Apabhraméa language of the former is, however, a little archaic, 
showing an optional use of the nom. accu. sing. u, as also its 
optional employment even when the word is the first or the 
second, but not the final member of a compound and even 
when it isinthe vocative case. The surest indications of the 
language, however, are the instrumental in e (or em), the forms 
maim, paim, mahu, and tujjha, absolutives in venu, vocatives 
in @, the Adila metre, in addition to the forms in w. On the 
other hand, we find a mixture of the Maharastri and the Apa- 
bhrarga in some of the Anyokti stanzas, as for example in wv. 12, 
29, 48 and 54. 

E: Metre of the stanzas (42-43); 42. As regards the 
metre of these stanzas, itis possible to determine most of 
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these, but in a few cases it is difficult to decide the exact 
nature of the metre, owing to the unsatisfactory condition of 
the text. I have tried to reconstruct the text of the stanza in 
such cases with the help of the existing material and my own 
knowledge of Prakrit prosody. One thing, however, is certain 
and it is that they are all Matra or Tala Vrttas, including even 
the metre of the Anyokti stanza composed in Sanskrit, No. 56. 
Another very striking thing is that we have here some real 
Ardha-sama Catuspadis, i, e., Catuspadis whose 1st and 2nd, as 


also 3rd and 4th, Padas are equal and similar, or in short 
whose halves are- unequal and dissimilar, though the Padas of 


which they consist are equal and similar. Such Catuspadis are 
mentioned by the older prosodists including Hemacandra but 
not illustrated. What they actually illustrate, are the Antara- 
Sama Catuspadis, popularly known as Ardhasama, where the 
stanza consists of two equal and similar halves, which however, 
contain unequal and dissimilar Padas of corresponding consti- 
tution, the 1st being similar and equal to the 3rd and 2nd to the 


4th. In a few cases we also find couplets consisting of 2 
stanzas in different metres, one of them being usually a Dvipadi 


and the other a Catuspadi. The names of some of these appear 
to have been mentioned in the stage directions prefixed or 
affixed to them, but they are not identical with the names of 
these metres which are found inthe now available works on 
Prakrit prosody. All these features of these stanzas leave an 
impression that they belong toa very old period of Prakrit and 
Apabhraméa prosody. | 3 


(N. B. The figures within the brackets indicate the Matra 
Ganas separated by a comma, in the case of a Sama Catuspadi; 
the number of Matras in the odd and even .Padas. separated 
by acolon, inthe case of the Ardhasama Catuspadis and the 
number of Matras in all the Padas separated by a semicolon, 
in the case of the Visama Vrttas. The following abbreviations 
are employed: Ck. Chandahkoga of Ratnagekhara, published 
as Appendix II of Kavidarpana mentioned below; H. 
Hemacandra’s ChandonuSdsana, published in the Singhi Jain 
Series, Bombay, 1960; Kd. Kavidarpana, published in the 
Rajasthan Puratan Granthamala, Jodhpur, 1960; Pp. Prakrta- 
paingalam, edited in the Bibliotheca Indica, Calcutta, 1900— 
1902; Vjs. Vittajdtisamuccaya of Virahinka, published in the 
Rajasthan Puratan Granthamala, J odhpur, 1960.) 
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V.1I: 


V.2: 
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(12; 18; 12; 15); A Visama Catuspadi which is well 
known as Arya or Gatha; it is sometimes considered 
as a Visama Dvipadi. See Kd. p. XII. 


(4, 4,5); A Sama Catuspadi called Khanda, whose 
Pada contains two Caturmatras and a Paficamatra at 
the end; this metre along with the other two, Upa- 
khanda and Khanditaé (which last has 14 Matras in its 
Pada as against the 13 of the other two), is known also 
by the general name Avalambaka. See H. 4. 53-56. 


This is the same as v. 2, but here itis called Jambha- 
lika, in the stage direction. 


(6, 4,4): A Sama Catuspadi called Khandita Avalam- 
baka, whose Pada contains a Sanmatra followed by two 
Caturmatras. For the name Avalambaka see under 
v.2. In K&alidasa’s stage directions this and v. 75, 
which is similar to v. 2, are given a common name 
Khandadhara corresponding to Hemacandra’s Avalam- 
baka. 


This is a Gatha for which see v. 1 above. This seems 


to have been a conventional metre for a Pravesiki 
Dhruva or Aksiptikd. See above, para 38. 


This is a Khanda for which see above v. 2. 

(12:11): An Antarasama Catuspadi called Upadohaka, 
which along with Matra is one of the oldest Apabhramésa 
metres. Its odd Padas have 12 Matraés and even ones 
have 11 (8+SI),° see Kd. 2. 15. 


: (4, 4,4, 4,5): This isa Sama Catuspadi, whose Pada 


contains 21 Matras. It is called Abhanaka at Ck. 17 
and is also an old Apabhraméa metre. See also under 
v. 54 below, 


: (18 : 22): This is an Ardhasama Catuspadi, the first two 


Padas having 18 Matraés each and the last two having 
22 each. It is however, necessary to emend the third 
line by reading niaraaru for niaru at the end of it, as 
shown by metre and sense. It contains a Ritpaka 
where a Kalpataru is regarded as a dancer and its 
tender foliage as his hands (with reddish palms). 


V.14: 


V. 20: 


Ni 2ae 
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(4 Caturmatras each ending in a long letter ): This is a 
Sema Catuspadi, each Pada having 16 Matras made up 
of four Sa Ganas. Kalidasa’s stage direction calls it Bhi- 
nnaka, but according to Vjs. 4. 54, it ought to be called 
Chittaka. Our stanza further shows an internal rhyme, 
each Pada being divisible into two equal and rhyming 
parts. Vjs. 4. 55 mentions a metre called Bhittaka, 
whose Pada: contains 3 Adiguru Caturmatras and two 
long letters at the end. 


: This is an Ardhasama Catuspadi whose first two Padas 


contain 12 Matras each, while the last two have 14 
Matras each, thus the first half being that of the Mahanu- 
bhava ( H. 6.27) and the second that of the Khandita 
or Khandadhara mentioned under v. 4 above. Kalidasa’s 
name for this Ardhasama is Khandaka as seen from the 
Stage directions. 


This is a Sama Catuspadi, whose Padas contain 24 Matras 
each either divided into 6 Caturmatras or distributed as 
6, 4, 4, 4, 4, 2; It is variously called Kavya, Vastuvadana, 
Rodaka or Utsaha by H. V. 2, 25; Ck. 13; PP. I. 109; 
Kd. 2. 25. It will be seen that I have emended the 
Stanza a little from the existing variants, offered by the 
critical editions. 


: This is a Sama Catuspadi whose Padas contain 17 


Matras each divided into three Caturmatras and one 
Paficamatra, here a Madhyalaghu one. It is called 
Ragada Dhruvaka at H. 6.32. 


This is a common metre of Apabhraméa poetry; it isa 
Sama Catuspadi, each Pada having 4 Caturmatras in it. 
It is called Vadanaka or Paddhadikaé for which cf. H. 
5.28; 6.31. 


: This is a couplet, the first stanza being a Sama Catus- 


padi, each Pada containing 17 Matras, like v. 23 above. 
The second stanza is merely its appendage of two Padas 
each having 14 M@atras like v. 4 above. Such a short 
Dvipadi is not mentioned by prosodists, but it may be 
called a Khanditardha Dvipadi. In the second stanza I 
have adopted the reading of Pandit’s ms. 
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V. 29: This is a Sama Catuspadi called Khandita for which see 
v. 4 above. 


V. 34: This stanza has the Vadanaka or Paddhadika metre like 
v. 24 above. Here it is split up and a Sanskrit stanza 
is given after each of the two lines of its first half, the 
second half coming after the second Sanskrit stanza. 
For its interpretation, see Introduction, para 28. 


V. 35: The metre of this Sama Catuspadi is Khandita; see v. 4 
above. The last line is the same as that of v. 28. 


V. 36: This is a Sama Catuspadi, each of whose Padas contains 
only 10 Matras in it, divided into 2 Caturm&atras and a 
Dvimatra. It is called Sagankavadana at.H. 6.25. All 
available mss. read mahuvdsara in the 3rd line; but 
from the point of view of sense and metre the word 
ought to be mahu-sara ‘a lovely lake’; ‘playing in the 
lovely lake where the bird himself was sporting’ is what 
is expected and not ‘playing on a spring day’ since this 
latter is not correct. The rains have started and the 
day cannot be called a ‘spring day’. Besides what 
connection could be there between a Cakravaka and the 
madhu-vasara’ or spring day ? 

V. 41: This too like the last one is a Sama Catuspadi of the 
Sasatkavadana type, each Pada having 2 Caturmatras 
and 1 Dvimatra. It will be seen that in the 3rd Pada the 
word save is necessary and has been adopted in this 
edition with Ranganatha and others. o in vao is short. In 
the 4th Pada Admavase ‘under the influence of passion’ 
is the correct reading. | 


V. 43: This isa Sama Catuspadi whose Padas contain 8 Matras 
divided into 2 Caturmatras only in each. It is called 
Vijayaka at Ck. 19; I emend he for ha in the first line 
and adopt ganduddhua for gandhuddhua in the third 
line from Pandit’s K ms. ‘from whose temples ( ganda) 
the bees have been shaken off’ owing to want of rut. 


V.45: This is a Vadanaka stanza; see above v. 24. Pada- 
kulaka is one more name of the metre given at PP. 
I. 1209. 
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: This is a longer Dvipadi, each of whose two Padas con- 


tains 28 Matras having a Yati after the 16th Matra. In 
Marathi prosody it is called Saki; here in the stage 
direction it is called Khandika. This may be compared 
with the twa Ullalakas, for which see H. 7. 2-3. 


: This is another Vadanaka stanza: see above v. 24. 
: This too is Vadanaka, but it has a special name Adila 


when all its Padas have one common rhyme, consisting 
of a few letters conveying different meanings in the 
different Padas; see H. 5.30. 


: This is a couplet ; the first stanza is a Dvipadi having 25 


Matras in each of its two Padas, with a Yati after the 
12th Matra. The second stanza is in the Abhanaka 
metre for which see above v.11. In the last line we 
have to read dhe in rundheit with a short e, or read 
rundhat. 


: This is a Sanskrit stanza, but it is composed in a Matra 


Vitta of the Dvipadi type. Each of its two Padas 
contains 46 Matras. It is called Visala Galita at Vjs. 
4. 90 and is one of the several Galitas defined by Vira- 
hanka at Vjs. 4. 89-105. The stage direction affixed 
to the stanza calls it a Galitaka. The next stanza too 
belongs to this class. 


: This is, as said above, another Visala Galité Dvipadi. 


I have adopted metrically suitable readings in both the 
cases from the existing ones as offered by the different 
mss. 


: This is another Khanda Avalambaka for which see above 


v. 2. Here too I have adopted metrically suitable 
readings from among those that have been offered by 
the existing mss. 


: This is one more Vadanaka, Paddhadika or Padakulaka, 


for which see above v. 24. 


: This also is a Vadanaka as above. 
: This is a stanza in the Khanda metre, for which see 


above v. 2; in the stage direction which is affixed to.it, 
it is described as a Khandadhara, which is also the name 
given to another similar metre at v.4. See under v. 4. 
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43. We have thus 15 different metres employed here in the 
IVth Act for the different Prakrit and Apabhraméa stanzas. 
Of these 2 are Dvipadis of different length (vv. 48, 56,59); 1 
a Visama Catuspadi (1,5); 1 an Antarasama Catuspadi (8); 
2 Ardhasama, Catuspadis (12, 19); and lastly 9 Sama Catuspadis 
of different length ( 2, 3, 4, 6, 11, 14, 20, 23, 28, 29, 34, 35, 36, 
41, 43, 45, 50, 53, 54, 59, 63, 68, 71, 75). As regards the names 
used in the stage directions, we find that the Khandaka (v. 19 ) 
is a mixture of Khanda and Khandita of Hemacandra; the 
Khandadhara is either a Khanda or a Khandita (vv. 4, 75); the 
Khandika is a Sakvari Dvipadi (v. 48); the Khuraka is Hemae 
candra’s Ragadé Dhruvaka (23); the Galitaka is Virahatka’s 
visala Galita (vv. 56, 59); the Jambhalika is Hemacandra’s 
Khandita (v. 3) and lastly the Bhinnaka is Virahanka’s 
Chittaka® vs 14 ). 


36, For a further discussion see paras 15-18 in the Introduction to 
Hemacandra’s Chandonusaésana published in the Rajasthan 
Puratan Granthamala, Bombay, 1960. 


V. UNUSUAL STAGE DIRECTIONS IN ACT IV 


A: Carcari (44-47): 44. The most important and frequent 
among these is Carcari or its diminutive Carcarika. It occurs 
about 25 times and appears only in two case-forms, the 
nominative and the instrumental, the latter being always from 
the diminutive base Carcariké. We shall first try to find out 
what the instrumental form signified from its context and more 
particularly from the verbs with which it is associated. This 
instrumental form occurs only in eight places and is connected 
with the following verbal forms :-vicintya (11.1); upavisyva 
(20. 1); avalokya (21.1) and upasitya (34b. 1; 36. 13 50. 13 
54. 1; 68. 1). In all these cases, except one (21.1 ), the direction 
comes immediately after a Prakrit stanza, which itself 
immediately follows the stage direction carcari, except again in 
the case of v.68. This fact broadly indicates that these six 
stanzas, viz. vv. II, 20, 34, 36, 50, and 54 are accompanied by 
carcari both-before and after their recitation, or in other words, 
these may be regarded as Carcari stanzas. There are two more 
Stanzas namely, vv. 12 and 24, which too may be regarded as 
Carcari stanzas for similar reasons. They are preceded by 
the direction carcari and followed by the direction it nartitvud 
or lena nartitvd or etadeva nartitvd. These latter words clearly 
Show that these stanzas also were sung to the accompaniment 
of acarcari dance in which even the king took part. The 
direction carcari again occurs before the first line of v. 34, and 
itt martitvd after it, while carcarikayd upasitya occurs at the 
end of its second line. The 3rd and the 4th lines of the same 
stanza are both preceded and followed by the direction punag 
carcari. The word funah inthe direction is necessary here 
because between the two halves of this stanza, i.e. v. 34,a 
Sanskrit Sloka intervenes, which it is clear from this same 
word, was not accompanied by carcari. This is also true of 
the earlier Sanskrit stanza v. 32, as this too is independent of 
the direction carcari. Incidentally, the use of the word punah 
here and at 21. 3, where too, we get first the direction 
carcarthayad avalokya and then punag carcari, shows that 
the two words carcari and carcarikd are used in the same 
sense. Thus the juxtaposition of carcari and carcarika (in the 


instrumental case), as also their implied identity of meaning, 
ought to leave no doubt that the sense of the instrumental case 
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is ‘accompaniment’, (sahdrtha) and not ‘instrumentality ’ 
(karanartha). In other words, carcarikd is to. accompany the 
act signified by the verb with which it is associated; it does 
not express the mode or instrument of doing the act. 


45. Other stanzas which may be called Carcari stanzas 
are Vv. 35345; 59; 71 and 75. All these are preceded by the 
direction carcari, and are very likely intended to be accom- 
panied by carvcari. Ten out of the 15 stanzas discussed above 
are Pratyukti stanzas sung or recited by the king and it 
seems quite likely that the king too took part in the carcari 
presented on the stage by the professional dancers as sugges- 
ted in para 4o. Butit will be noticed that carcari did not 
always accompany a Prakrit stanza and that it sometimes was 
associated with a Sanskrit stanza, or even with a prose passage 
in Sanskrit. For the direction carcarikayd avalokya in 21. 1 
immediately follows the Sanskrit stanza, v. 21, which the king 
has addressed to a peacock. Immediately after the prose senten- 
ce which comes after this direction, and before the next one we 
get another direction Junag carcari, this latter is not connected 
with either a Sanskrit or a Prakrit stanza. There is yet another 
Sanskrit stanza, v. 58, which seems to be a carcavi one and 
So accompanied by a carcari dance, since at the end of it we get 
the direction 7#i nartitvé carcari. The first two words from this 
direction pertain to the preceding stanza as zzz and the absolu- 
tive form suggest, while the third word carcari belongs to the 
following one, namely v. 59. Similarly, at 13. 3 we get the 
words punaé carcari, where obviously carcari is not intended to 
be associated with any Sanskrit or Prakrit stanza. Coming 
after this direction junaé carcari, we get another significant 
direction pathasya ante bhinnakah, where patha very naturally 
refers to the Adtha of the carcari, Perhaps, from the general 
use of the root Jath and the noun Adtha in connection witha 
Sanskrit stanza, we may be permitted to surmise that in the 
case of Sanskrit stanzas or a prose passage. in Sanskrit, the 
carcart involved a pdtha and not a gdna as in the case of 
Prakrit and Apabhraméa stanzas which are geya. If this -were 
true, the word Adtha in the case under consideration, may 
refer to the recitation of the Sanskrit stanza v. 13, or any .other 
Sanskrit stanza or prose passage. This occurrence of the direc- 
tion carcari outside the context of a Sanskrit or Prakrit stanza 


EDITOR'S INTRODUCTION LXXXIII 


might show that sometimes, carcavi was unaccompanied by 
any pathya or geya stanza and that instrumental music alone 
might have accompanied it. 


46. We have seen above that carcari and carcarikad are 
identical and that therefore, the meaning of the instrumental 
case is ‘accompaniment’ and not ‘instrumentality’. But it 
must be admitted at the same time, that the use of the instru- 
mental case for the corresponding word duifadiké with almost 
the same verbs might lead us to a slightly different conclusion. 
Dvipadtkd, as will be shown below, signifies ‘a mode of move-. 
ment’, and the use of the instrumental shows that the action 
expressed by the verb was to be modified by this mode of 
movement. This same may be true even of carcarika which in 
that case, must be considered to belong exclusively to the king, 
and thus meaning a sort of zig-zag movement, as Bollensen 
suggests (pp. 511-512 ), or a kind of solo dance, as indicated 
by the diminutive form. In any case both carcari and carcarika 
must mean ‘a dance, a musical dance,’ the former being of the 
chorus type, the latter of the solo type, if a distinction is to be 
made between the meanings of the two forms of the word. Thus 
the king either joins the chorus or gives a solo performance (!} 
and that the king was expected to dance is made quite clear 
from the direction 7# nartitvaé occurring for him in five places 
(12.1 and 3; 24.1; 34a.1 and 58.1). As regards the exact 
meaning of the word carcari, we saw above that the stanzas 
associated with carcari are not composed in one particular 
metre and this shows that the word does not signify a metre 
at least in our drama. It is true that sometimes carca7i invol- 
ved the recitation of some composition, as is seen from the 
solitary, but definite reference to the pdtha in 13.1. Its usual 
association with a Prakrit, or ina few cases, a Sanskrit stanza, 
shows that it mostly accompanied the singing of the Prakrit or 
the recitation of the Sanskrit stanza, if such a one is provided 
by the author; but otherwise it may accompany the singing or 
the recitation of any common song, or may even be without any 
one. This is also borne out by the description of a carcari in 
the Karpiramanjari, IV. 10-18, where reference is mostly 
made to dance and instrumental music, and to vocal music 
only in one case. A reference to carcavi dhvani is found also in 
Raindval of Sriharsa. All this would show that (1) carcari 
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18 not the name of any one particular metre; (2) that it could 
be presented to the accompaniment of either a Sanskrit ( though 
this was very rare) or (more generally) a Prakrit stanza, or 
sometimes even in the absence of any particular stanza; (3) 
that the recitation of acommon song or any particular stanza 
did not form any essential part of a carcari; and (4) that its 
main attraction lay in its dance and instrumental music which 
accompanied it.’ References to carcari in older literature 
confirm these conclusions. Thus carcavi mentioned in Kuvala- 
yamdala-kathd is associated with a stanza in the Vadanaka 
metre which is a Sama Catuspadi with 16 Matras in a Pada and 
which is the metre of our stanzas vv. 24, 34, 45, 50, 53, 68 and 
71. The carcari composed by Jinadatta is inthe Abhanaka or 
the Rasaka metre which is also the metre of our stanzas vv. 
II, 28 (1st) and 54 (2nd). The commentator of Jinadatta’s 
carcari remarks iyam ca nrtyadbhir giyate: ‘And this is sung 
by persons while they dance’. Solhana’s carcazi is in the Doha 
metre for which see our stanza®® v. 8. 


47. Onthe other hand, the word has come to signify a 
particular metre of two Padas already at the time of Svayambht 
in the 9th or the roth century A. D. Svayambhii explains it as a 
Dvipadi with 37 Matras in each of its two Padas, with a Yati 
after the 14th and the 22nd Matras in a Pada. Rajasekhara, 
R. 5.216 and Hemacandra, H. 7. 47 agree with this view of 
Svayambhi. Sticandra in his Rainakarandaka Sravakdacara 
(composed in Sam. 1123) mentions it as one of the metres 
along with Aranala, Avali, Adila, Madila etc. But the Prdkria 
Pain gala 2.184 gives the name Carcari to a Varna Vitta which 
has 18 Aksaras in each of its four Padas divided into ra-sa-ja- 
ja-bha-ra Ganas. It is interesting to note that the illustration 


37. See above para 40. 

38. See Apabhramiakavyatrayi (G.O.8. No. 13), Introduction p. 114. 
In the Bhaévaprakaéana of Saradaitanaya (G. 0.8. ed. p. 264) 
Carcari is said to be the name of an Uparipaka called Natya- 
rasaka where a pair of dancing girls appear on the stage. Vira- 
kavi in his Jambisvamicarita (composed in Sam. 1076) says 
that it was composed in the Carcari-bandha and was sung; simi- 
larly Nayanandi in his Sudargandcarita ( composed in Sam. 1100) 
mentions it as probably a dance-song. 
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given here contains the description of a dancing girl, showing 
perhaps how the author of the Prdkria Paingala mentally 
associated Carcari with dancing. But this metre Carcari, whe- 
ther a Dvipadi or a Catuspadi, has no connection, at least an 
invariable one, with the cavcari which is under discussion. Our 
carcari which agrees with that in the Karpuiramafyjari and is 
probably the same as those of Jinadatta and Sodhala, is clearly 
a common name for ‘a kind of dance music’ which was 
generally accompanied by a metrical composition in any metre 
and language. Dance and music formed its soul as it were and 
the metrical composition was its external form, which need not 
have been always of the same type. The name Carcari may 
be compared in this respect with similar other names in Prakrit 
poetry like Dhavala, Mangala, Phulladaka, Jhambataka and 
the like. These names are given toa class of songs which may 
be composed in many different metres, provided they served a 
particular purpose, like the praise of a hero, an auspicious 
occasion, glorification of a deity etc. See H. 5. 32, 39, 40-42. 
Whenever a particular metre like the Utsiha was used for the 
praise of a hero, it was specified as an Utsaha-Dhavala and so 
on. We might similarly call the different Carcaris as the Doha- 
Carcari, the Abhanaka-Carcari, the Vadanaka-Carcari and the 
like. But owing to the very subordinate position of a stanza in 
the carvcari, no such names seem to have acquired currency. 


B: Other terms (48-50): 48. We shall now examine the 
other terms which occur in the stage directions and we shall first 
take up those that appear allied with the carcari. Such are kuleli- 
kd, mallaghali, dvilaya, hakubha, upabhanga, caturasraka and 
ardhadvicaturasraka. Of these ufilikad occurs in three places ; 
in two of them the term is prefixed to a single line of a stanza 
(v. 35a; 43a) and once to a whole stanza (v. 53). At the end of 
this last we get the direction ufilikante carcari. In the first two 
cases, the term mallaghati (or mandaghati according to some 
mss. ) is prefixed to the 2nd line of the same stanza, and this 
shows a closer connection between the two. Again, the direction 
carcari is prefixed to the last two lines of the first of these three 
Stanzas, 1. &. v. 35, but that itself is preceded by the direction 
duilaydnie. In this manner the three terms utilikd, malla- 
ghatiand dvilaya seem to belong to the class of the carcari 
and are closely allied with it. Ifthe names are supposed to 
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contain any indication about the meaning of these terms we 
may say that utidtkd was a dance with crooked and difficult 
movements, mallaghati involved the use of earthen pitchers 
(like the Garba in Gujarat); and dvtlaya was danced in two 
different Layas, the fast and the slow. The commentators 
Ranganatha and Koneévara try to explain these terms in their 
own way; the former calls the first two as Natya-visesas and 
the last as a ( double) ‘consonance of dance, song and music’, 
whatever this means. Koneévara calls the first two as Laya- 
visesas, but neglects the third. Their explanations are thus of 
no help to us. It is indeed difficult to say whether the king 
took part in these three dances; for twice these terms are 
associated with an Anyokti stanza (v. 35 and v. 43), but once 
also with a Pratyukti stanza (v. 53), where the direction kutt- 
lika& both precedes and follows the stanza, thus leaving no doubt 
whatsoever, that the stanza was a kutidikd stanza, and so sung 
to the accompaniment of that dance. The terms hakubha 
and upabhanga are used in relation to v. 28, which is an 
Anyokti stanza of 6 lines. It is very likely that these six lines 
are here called Upabhangas, which were to be done or pre- 
sented to the accompaniment of kakubha which therefore 
seems to be a kind of dance movement, like utiltka. Ranga- 
natha says it is a kind of melody and Koneévara seems to agree 
with him; usabhanga is explained as an Avaccheda by the 
former and asa Laya by the latter. Perhaps the direction 
hakubhena sad upabhangah means the Kakubha dance was to 
be done in six different ways corresponding to the six Kakubhs 
or directions (the four chief ones, the lower one and the upper 
one). Lastly, the terms avdha-dvi-caturasraka and caturas- 
vaka are found respectively prefixed and affixed to an Anyokti 
Stanza, v. 41. In the former case, the word is used in the nomi- 
native case; but in the latter it is in the instrumental and also 
followed by the verbal form udavigya. Its association with the 
verb of motion shows that it signifies a mode of movement, 
which may either be a danceemovement or a mere pose. 


49. There is another class of such terms which usually 
occur in the nominative case. They always appear in 


39. The only exception is Khandadhara which occurs in the instru- 
mental case at the end of v, 75. 
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connection with the Anyoktis, and as I have shown in para 43, 
they are probably the names of metres in which the stanzas 
were composed. Sometimes, they signify not one but 
two or more metres which are closely allied, like the name 
Avalambaka used by Hemacandra for three different but allied 
metres at H. 4. 53-56. They are khandaka, khandadhard, 
khandika, khuraka, galitaka, jambhalika and bhinnaka.® 
Finally, we shall turn our attention to those terms which are 
always employed in the instrumental case and never occur in 
a direct connection, whether expressed or suggested, with a 
Sanskrit or Prakrit stanza. Most frequent among these is the 
term dvipadtkayd, which in most cases is followed by the words 
parikramya avalokya ca (14. 13 16. 13 27. 33 34. 43 39. 43 42. 13 
47. 2; and 51.8), but once each by the words utthdya (7.1) 
and upasriya (63.1) also. In addition to the verbs of motion, 
however, sometimes it is followed by verbs which signify 
‘seeing’ (diso vilokya 1. 3; 5.6; 9. 13 22. 1; 28.1 and miripya 
34.1). Butit will be seen how even inthe first eight cases 
the word has to be construed both with partkramya as well as 
vilokya ( or avalokya ), and so it seems that dvipadikd was asso- 
clated with both ‘walking’ and ‘seeing’ like the other word 
carcartka discussed above. In the case of the latter word viz. 
carcari-rikdé, which only once each is associated with vicintya 
(11. 1) and avalokya (21.1), we have the advantage of having 
that word used also in the nominative case as well as its asso- 
ciation with stanzas which are followed by the significant 
direction 7¢i nartitud, which have helped us to determine its 
meaning. Here however, the word does not occur in the nomi- 
native case at all and is not associated with any stanzas. On 
the other hand, we get other directions like padadvayam 
upasitya (45.1) and paddntare sthitvud (39.3) which exactly 
correspond to our duipadikaya parikramya, and the directions 
parikramya vibhdvya ca (17.1); partkramya avalokya ca 
(47.5; 55.53 60.4; 61.1; 66.1) where the preceding word 
dvipadthaya is absent, all of which show that dvipadika refers 
to a mode of walking and seeing or in other words, it is a pose 
ora posture of the body and nota kind of dance-movement 
like carcarikd. The word jada in dvipadikaé expresses ‘the 


40. See above para 43 end. 
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step’ and not the Pada or foot of a stanza. This is also corro- 
borated by similar directions valantikayd upasriya (24. 1; 
30.3 ), vamakena kiticid valitvad (25. 1) and sthdnakena avalokya 
(44. 1) occurring in a similar context. 


50. There are two more interesting stage directions, namely, 
anjalim baddhvd and janubhyam sthitvd,the former occurring 
at 20.1; 32.3; 41.1; 50.1; and 59.1 and the latter at 24.1; 26.1; 
30.3; 36.1; 38.1-2; 54.1 and 56.1. Both indicate a supplicating 
posture and are employed when the king approaches any animal 
or object for inquiry, but strangely enough, every time in the 
context of a Sanskrit stanza alone, which immediately follows 
them. The direction which requires the king to dance, namely 
ttt narittvud, occurring in five places (12.1 and 3; 24.1; 34a.1 
and 58.1) in the context of a carcari stanza has been dealt with 
in our discussion of the term carcari above. I have not noted 
yet another group of stage directions, namely ane, antare and 
anantare, occurring either independently or after some word, as 
I think there is no material difference between the three 
expressions, aS is seen from the context where they occur 
and also from the fact that the mss. freely substitute the 
one for the other. Bollensen has stated that aniare signi- 
fies the simultaneous existence of the preceding and the 
succeeding things, at least for a while, whereas anantare 
shows the succeeding thing comes only after the exit of the 
preceding one (p. 513); but this does not appear to be intended 
by the poet as seen from the facts mentioned above. 


verarnteararacrrd 


PER ICHIVCe 


TTAISE: | 


Arar TAEtATET aarca ft Wea, 
aati saaeaara: Weal AMAT: | 
TAI TAA aaaamMoa haa, 
arg: acres Pssraraeg a: Ul 2 tl 
araTa | 


GTI | entqearetas | ala, STATA | 
2-2 Waza | 
artapan: | aa, rater | 
ara: | ata, weed aftaar gaat adtat ee: TART 
€ arg | Miser fanaa aaa eh water | 
ISA Wat: Bye By TsaTayediaqatala 
attra: | aerate aa: | 
3 sla TACHIRa: | 


9-3 Fae aware 1 Aa° Sle aka sitean qaut adiat ee<e- 
FIT | Tere aleqeaaadeg eoataatra att Teta reTa 
Bt Fm Kn M RV. 

q-& Ala Wek T Fm Ps. 

4-0 aafed: for agaé: A Bt Fm Kn MP1 RV. 

y<¢ Fara Here and always ya for 7E Bt Ft Kn MR V. 


Q Rraataatag | 


are: | wakariaaiers Fara 
BUD REEL MS ICOCUEEACUCACESICIC mL 
aya wartacatea: Beata afeerae i 2 1 
Tey 
AAT, TATT TATA T | 
VR PTI: | RT car | ae, fH gs ay aearraeaaraai 
SUMMA Wea: Ad | APA | Aa | MAT | 
FRET ALATA Jas Trail, 
PoAATAgIaIA Madara | 
aedtaat Aagaaafacaant, 
HEAT BOTAN TTNSTT I 2 I 
sta faSnled: | 
Tela | 
RR ad: Waar: | 
rare: | as, wtarery wtaerad | at aural 
HEA FT BFqTTS TAY seq | 


2-2 wan, oar afta | 
Re aan, ware gaara | a aad ae at 
Haas Tfactet | 


aa 5° aleve Bt ra KN MV. ¢ BW WAT Bqarara Bt Fm Kn 
MR VY. 

RR TATE Wass Ft ps. rt PrRadd af to af (2. x-4 ). 

R32 oa, taaarigamaoraraal sera: yy Bt Kn M vz 
An Fi P2 R add: Atal Faas Toa WeaIST KAAS Uy Att: | 
STAR GTIMTaAs Arad, HH arr: Hee Ata: 

3b Hqga BF P2 Rj Sag Ft Kn Pi kl; for sqeq. 3d aor for 
PUNY Bi FM Kn Pe, 

are TATA Teese a? Ft Ps. 


a 


7 


TIAISS: | 3 


aa: ware wareet Us Fas | 

TIA | VaqoaAradd | eaters saa Feta 
WPI RA Hat waa: otaraat sla | 

TEAT | AATASTay | 

Uist | fh Faas AadTATT SA | 

BART | TUS Aas | aT aasaakaaeer Toate 
Tet Were, Teal aateaam falc, asad 
aaa, ao fered! Sears HATA rasa 
ama amar faacacee wet sat send 
Tear | 

TAT | AT Maa HAA SMART Ta: A ATA: | 

ASAI | FIAT | 

ws | da fe FeaTat fre: | alee aT aaa | 

Saw | ata ws aaa | 

TAT | -H TAA ATT: TATSeMateT | 


INI NLR ININ INNIS IN INI NIN IIS INI ISI OSI NIN IVINS IR IOI NIN 


2-2 AQMISTUNT | 
2-22 sug HEMT: | a anerotasaea gat sect 


Hea, Tae aqnhar: fsa:, sea: aire, a 
a: aed saat gaara fradarat aera aaa 
fracaredar sage wa afeane Weta | 


3-29 Ja | 


A Ft Pg RI (#fao omit. in Pe). 


2-9 Bara: | Fayuw fea Bt Fe Kn M RV. 
3-9 Gael Ghats for daqaduaes a Ft Ps, 


2 Frnartattay | 


21 oTtavan: | afta aaHelaer | 
UAT | Aa, Cart far aft Beary | 
Ae: | AAMT | 
Re efa atch aaa | 
US CCOMCCCCCOR CR CMEC COROCOG MEO 
qqeaaaeaeaay, fe grrarrarite waa: aa fe 
aH ates Tre Wyaeat Forasea TAAL, 
AHAATAY TATA AAA AST | 
RaaTeaaas TART, 
aera sy ad feat vaste: ated a Aafeng ell 
frat Wa Us qaqa | 
TEV 1 SOT, TATE TRA AHA | 
BR fa steract arefaear feat: | 
TEAT | A UT Al Tae GAS MN fEsrsTas | 
ara | a ft aa ATI FT sasearadt alee 
2-28 Caferl TAKS | 
BR Bal, TUCe Tet SHATA | 
2-2 af ata a cath: qgeeal eae | 
23 FT a dat vag | ag sofeadwend aes) Temclare, 
qatar aaa aaaage fasale | 
va Waal for tyqedi Bt Fm M P2 RV. xb faaatfa for saafa Bt Fm 
MRV; geaiq for the same, An. vc ARRAS BL Fm M 
PIRV. wd g-qey qaqa? Bt Fm MP1 RV; aafeta: for aq 
feat An.. 
3-24 to w- lost in Kn. 


vy TAT 1 Tas ara is added in Bt rs Kn MR V after ag. 
"arratt for “arent Ft Ps. 


TIMNSE | & 


: ASAT AEA sofas a Tet fasereaogET 
Persie 
TEAT | Aeqal Fars As | 
SEAT | aos fever | ger, AARTTT TACATT | Tat 
BAe TI TTA area tal Tales 
T FY at Ange Marcas | 
a aa San fstnatea | 
aa: sata ws Ga gaa | Praeaaetaaea4; 
wafediearet aaah | 
1% Rear | aqerag aneaag fast | 
Tat | galt, aarvatate aarvafate | 
Td wa wie Buh, 
aracat afeat fe ats: | 
aeagedisy AAWA, 
qereqs Wega Tera UW 
Pasa | qe, Kaltataise a fr avy 
qeaate | 
gC waa fase wag | 
9-2 geal, qaratad aarafad | cyl Safeaahuendaer UsTs: 
Heat Tl ea | a as atsnaral fAahseaa | 
9-2 Garatad aaratag Braet | 
42 rae, Segtamasha seit dat a ware | 


vo salae for saez Bt Fm Kn MR V. 
¥-9& to Act. II 4-33 is missing in Kn. 


ud tarda afedig tea Bt Fm M P2R V. 
4-4 “Hadadestider Bt Fm MP2 RV. 


rf fanaraattay | 


“8 IAT | Feqaqaadt ger | aa fe | 


Bald T Waar FFT FAAATeTA TAT | 
ay shad Marealeaisat BAT Ul & 
PASA | ar, TaTeMals AUT | qo=aT Feet TSara | 
Saal TASS | 


28 TAT A, TalaTTaAa A AT 


amaya aA ara geraTaa THAT, 
qWAeays 2 Peay | 
WSAKATARA Sed FRAT, 
TST UPIATATST Varta FATT I 9 I 
Raver | afe, dias ae i waa g fearon 
Zara | 
e8 Saaht | wait saier | fH varactaon afeerr tt 


OSS LOLOL POPLIN ION ONIN IOI ORs 


G2 @al, WaT | aE gat TTaUTa | 
9? afa, sea wa | Ta ae Basaktaaat sare: | 
9-3 fH TaTaaRrAaT ASST | 


¢b yard: GeaaaS gz Bt ra MPiRnv. ¢c faaneda wih Bt 
FaM RV. §d aq: for affaqq Bt Fs MP1 RV. The following 
stanza is read in place of & (and this latter after afeatfa in 
&°4 ) in A BL FtMR V : FER ESATAT TEC: gad CeUETT: | 
ersad Aa Wena: wR: uA Pa reads it after 
aad in ¢d; pe after Safa in €-2, 

va-d An (as in text); wa Req°® for qzq° Bt Fm MRY. 
we Capeyyaa® Fa Ps; CFFAHET Fa Pa; CHRTAT Bt Fm M RV. 
vd wesdiq for qadiq Bt Fm M RV, 


TIAISS: | ig 


Prasat afeeT | afecattarnay shor wee | 
Saat | care fetes | aaa | Bathe | armafe | 
& TTA | Talaengaati aor | seara | Sled Us ANAT- 
aft fararaedceaaataat gr star: aay Tea 
afa | Ta v4 ana: affraneta | aa fA 
TM SUIEE TAUCT AH J Tea, 
VST: BI TAAL Arar SPURT | 
qeaase: Ha FT TSTTTH ATA, 
ata waaemaaas KI gett gla: Il < Il 
SAAN | Zar, a adam afe | wa | 
FITS | ASIA MATTE FTA 
“% UAT | Saati eins | ANla Aas Fda | TAT Wat | 
YEZSA AT AHL AI LAM!, 
gia feat gah Te aaa | 
aa flat Aish Suc wad 
amit PeasaET Ws 
Saar | scat | aftine Ba aM | wea Farel 
afaey fa Fates aafteh | wevary| aay weg of UPRaS 
98 FT Hes | FeRAM AAA TAT | 
o% BARI Gs aaa: | 
C.8 @@l, F aeina: TA GE wa | 
CR Fesaswacel sara | 
0-2 sft Gere aaa | azar aegregafafa Paar | 
ca aie: Aan Pm Ps; aera: An; for at-qua:, eb wage: 
for ta: @y an; fafa: for cq: Pi; apa: a for aM | An Pi. 
ec @ ior gq An Pi. ed Watsfaa for qajad An. 
ad yaaa: Pu; CRT Reales: Bt Fa M V. 


¢ fenarcaftay | 


we gaule & feast | 
UIAT | SAA TAT | 
Qa: YIg FA F ACT qsafed SAHSTA: | 
TAMIA AeaMawaKTHT Ul Lo tl 
‘Rawat | ea, Wa | 
Saath | ward aesé vedi | quer frag a a ee | 
108 RSS | aaHaT | ay FT | 
Saatt | acter | 
Tear | eer | way Prqeareteet Teas sitar Frarer- 
& aaflaat fer dat safeet weet | 
aarHT | es | cy A ot fremiy Saari | eet TAT 
oflar wal, Bet aT Taal Aare FA | 
i weMeaT | aE wa | STH | ATT | 


PLR ON NINN 


ata Od dad ata H aaa | 

20-8 eel, WAT | 

20-8 Baga: Wadia at aaaTrar | 

20-3 ste mH: | 

20-8 Aeista: | 

20% uy faaoaiedaaat adiet faareediona zt aR 
soferat ast: | 

Qon9 FF alt a: fax soa | at ceria acl, aa a agi 
tal HERI Zia | 

20-2 BE Hoa | FAT: BY IMAM: | 

qo TYAATATAA: Bt; SSAA: Fm M R V; for Far. 

qo-q-e faaeeri gar te tafe saat of aageanay fees arerite | 


faqear 1 st at i saath 1 of oss} | Bt Fs M RY. 
¢ “ahaa Aa? Bt Fs MR Y. 


TTA SS: | @ 


WIHT | Aa, Fe Tokay | sqasat wz: | 
AA | TTT TTA | 
12 eff auth Hla | 
UAT | THe STH | MAMA | Bd, THe F 
TATA | 
TET THAAVTSAATA CATA | 
we: aafacnaagied wafer tl 22 it 
saaht | atte | car, fhe wet ser | 
Rasen | aia | oe aa | 
WHR TEQT | TY, TANTS Ula | 
aa STaura | 
UAT | Ad, VIF TA | 
Wad GALT TAG RA: ATTA | 
aethraia aon sari: ftfeardat uke 
qaeta stl | 


22.2 gan, PRR TGISTAC | 
22-2 ATE RIHT | 
22-3 Ua, SaaTA UST | 


90-42 Tal Waawalad wala | saa aaa UsaAaeTaa Bt; saat 
TAA AWetedt Gata T° saa Bi Fs M RV. 
qo-ay yaad: Fm M RV; @fagaaa: Ft ps; saat Pe.; for 
TATATTATE: | 
99a Flee T° BL FM MPa RV. 44b ASA Aaa Be Fm 
M Pe RV. 49c es ada? Bt Fm M Pe R V; eq: qaqa? 
Pu. 44d aghaqarada A Fm K Ps; HERA Aaa? Pu. 
gre aaa for aqs Pu. 
2 


{o CET CECE @| 


arara: | feet aan free gSfe 
IVR ITAL | WIA alaarraa | 
Sah | Facade wea | gar, wT Hee a 
qa | a Fa a oer af ast f& adem 
a Ura fa 
Gat: aat Gas | 
CEM | TTS AAI ATA Tels Wessat ag | 
2 et aaa, Great RT aaa THAT IaH: Ae | 
AT FT UTA AST TAATATHUGT | 
aqaqvata Aaa afeeas arag: 23 
ACATT: | Ta, Prat | 
aa: aaata Praca: | 
12-2 Fysza: | usted fear) fear qe 
fanaa TH ATL | 
TIT | MA, TeTdUIS | Creatas | ard HageNz | 
qj Wee SAN AA: | 
Frat | Tae, RAT Sawaal ANaIeIAS WaAret- 
TAHA: AAHTA WeITaaT AA | Ad TIARA 
8 TROPA TAIGIAS Ales TVAITAT | 


NR NNN 


22-2 fea nes fata aT | 
22.9 gal, val fied af aaa | a ag h onan ania 
waishy aera Theres ste | 
22-6 Baal Hers: Heats wai gear wa | 
93-2 arat, PACT: | 
930 afadeta® Bt Fe R. 
2-e-8 Aart arraiter: for seq arupy: Bt Fm M Vv, 


TIASS: | 2% 
a waa Ge aereniesaed aenelt | Aad 
QS TATA Tat: HaAaa AaTAaT | TT | 
GU ANIMA ASAT | 
eaaMaMesar geet daft AT We Ul 
TIT | AT HTT | 
ag ata wa faraz, 
fasaed feqat area wear: | 
TIAA HAT ATT, 
Taaeaisy stars avy 24 
rata: | aHaa | Tata: Ge Feaareare: | 
TIAL | TTA AA ATH AVAL | AAA Aa TAT 
MR fra TTT | 
Praca: | FIT Wall AAA | sa Fal ATT: 
TAC: TRA: | 
& saa) warrand | zor Rrreé, saerftat ft aes 
aE mag | AT Ta a ge atte | 
Fraser | src | Aare, seat foorafa, 


(AVIS 


24.8 gal faaea, sunray usft + alfa snag | 
aq at ae wa | 

Q.¢ HERI, saat Aaa, sestaragaa za fa 
Gaia HEIs Hilla Aeeath ATA | 


a4b gat: for q2qT: Bs M Ps Vv. 44ec C@aaadt BE Fm M Pi RV. 
qud tested for fafa Bt Fm M R V. 
q4-¢ fF omitted in Bt Fm M P2 R V, 


q4-¢ qed for AERTS Ft Ps. 


22 fasmashaz | 


5 FeRIET seqyoTaT searhr Frerate fret AEN 
fat afecatet tg | 
TINT | TAT TARA | 
aR Ta: BIT AHI BTA | 
Saat | saaqug aa | qAe, Dessay 7 Tera 
Sa ST | Tze | Paes, aeTae sa 7 
« Fraser) aeari we | aml gen fa F 
qisane | alg, aieet a | 
Saat | aa aa ws AMT TT I 
ie fase atelat ataate | 
WAT | ATA | 
fraarakta st cat A, 
TAASAL AUAAATAT AT | 
aa Jat AIHA, 
aftzariget Farr Zet  2S Il 
At? | ADA, 
Q4-23 apne, salacy A cH aaahant sa | Fraee, 
Waa Aas | 
Q4.24 tz UY sal | Talal ga A ofefa | wag, afar aaa | 
24.209 BU aaa TAA | 
q48-90 Ogee mercer Bele faa Aa ae? Fm Pu and Pi. 
q4-94 CORT | 1 BRT Alea | Saat 1 sts aReraor | AeTaS art oT 
Faaear t at graien® Bt rm M P2R V. 
94-96 alee for weet Bt rs M Pa RV. 


qé¢ amy for gag Fs Pe; ae for aarqdat Fm M v. 9¢d GRat- 
caged?’ rt; & for aq Bi Ft P2 R. 


THAISS: | 23 


Ae: tra SUR, 
MAT FA TANTEATA | 
THIS ATA Jae, 
water: arts ae | 29 UI 
WaT | TT TIBI TH Aaanella | 
Tae Uf | UAT aert TARE: | Saall WsTAA- 
19-3 0 sla! atvard ae ae frenrat Pracra | 
THT | Sahaige: | gat coafronh A AAT: | 
UW Fat Tra Ae, 
Ma: oe weqaycaed | 
Sigal Kila altsarae , 
wa amass cTeat tl Ls 
fa fronted: aa | 
gt aertareraachea aaatdeha carats: | 


qva aq: for aq: BE FE MV. ud asia: qa? A Fm Pa, 
qee~w fsa for Mer rm Ps; qea: for X qatg: Be Fm M Ps R V. 


facts: 


aa: waa agTn: | 
agi: (a A a, rata sent fa we 
oR TERA HEMT ABN TUT ert Sle TRAE 
T WT IAT TAA HATTA - SHE ara safes 
frearane Fampsraita Fea | 
g qian Tera: | 
aay | cher) orate tiv arfereargdia 2& frst, 
TAS AAA aA vast Aga aeraay aa 
8 SA, aces gest far ores | at aa 
PATA AATTATAL ATMS ATT A SRST 
fal me | aC araTy aay | sear faretarea- 
0 a dah, famqoiqaaa ara za usteea eRe A 
mala Tat anal frat cee aaa aaa 
qe: AaaaSrasia aaah feaadga fara 
AIRE STA 
ono SAAT Seat iIsgsaT eee fag, zara 
wee: qed ga sfaftad age: aasraa 
WIETs 4 wed | ad de aqseamamanisnadte 
TACAAAVSTARTA fa | Het Gs va aaaegeiaaeaa: | 
qa AweInwenht aaaaaies tat aka we a 
fasfa | qacaaraat | wy seeqamt gat fats 


ok MARTA ara faa rt pi; date qa faye rm 
M RV. 

o-3 Syzou for Top A Ft Ps. 

ov graaotal for aur safe Bt MR V. 

o-4 @qzeemare for faar at Bt Fm MR V. 


faciaiss: | 4 


Ro ont fas stasrates Prt afea tat oT Fuafe | sa 
oT uu | caer sales az | Tal TSRaANT 
fer f& fF qteaal asarasy Prafe 1 aa ot a- 
ms art | sree | ae, aan 
faran: | afta ae | sana at cease eae 
df cseed feat faker traafe | caer) Prete, 
1¢ 0 aiftearare Sfsaret af Taarhe 
rego | efle TeIT apsy wey URGE | 
aren: | fe ane arate 
89 fagtarenr | Sat aonfe, aay fH set ag Teal 1 
qyeanetrad srrare Fe 
aga: | fretie, fa a area aemaidia afer 
Re TATA 
feraorat | sre wet SaHsel ae efaere oT 
qofiya qaamanersta | aataaqas | ast, ae | 
088 aha wat | gai geadt dear agave ed fren 
rearafa | fagiih, dfitacarneacar aa aferale | 
0-2 call aqaa osha Hfargz | 
oo fh aaMadl smarqata | 
OX 8 eal wid, Garrat af Garqidl a ag Paraaaare:faar- 
quer eft | 
oX2 fergie, fat area aavaen: sfagearata | 
o-X4 afafrd wat Senftoaeten: fear ara wat Sat qrefiar | 


0-92 Tatae for te Bt Ft M RV. 
o-24 aft wm sa, aed aa sak sefant | o a sgedert 
gtrad seater fa 1 Bt Fm MR V. 


2% fnardshar | 


ae edt setae | 
9 fram | ama) ee | a eT aaa TTA 
frat | ff aft ae sharia cee seat t 
mara, | fh safer aeaet Seas Fa are Tasty 
ao Ganlzal aad 1 has aac, a fF faonefager 
aé fete | 
fargtorae | emanay | fee aU Hao UT RATATAT | 
82 THITL | rst, Fh ata edie foraehy 
Agen: | frat, Foose cant, sat ara fe 
fattasral Maas aH, acl sate we VaR fT 
a8 fagitrar | yt at area t 
sta fasnirar | 


o-219 HI | Maka aqavaal wera: Ha: | fafheriiae fera- 
Tala ceaaguarta | Farafyar asad saatifa | ae 
aaaraaaavad a fad aawadi, aia faate- 
faget <é dreale | 

0-32 ad wa dad ud wee | aa, Praag fea aca | 

0-39 fagith, figia aanadia, ad aaanatorarn faad- 
fag qa, adt Seat we dies fa | 

0-38 Fa aaa | 


o-30 Sfaaeq for fame Bt Fm M Pi R V. 
o-2¥-24 URS FTC asalteend faqs fraaag 1 we ary 
yer Uaeale at ftrafieafe fa for warla ara? fad fA 


Bt Fm M RV. 


faditalss: | 19 
Tey 
saree: | Tag Fa: | 
a Sraeag aldsaanrararat TsTat, 
qn earHaasaR AaY a | 
saa: anatraasatiqat sara, 
TS Wa aay aqaKcAassecadi I 2 
Presa | at carl way maramal Sat sal TT 
Meese TAY | Ta B aagkadt aie | 
7:2 tq fatated: | 
TAM: | 
da: Waala sented ust Assn | 
TIST | 
at cata after ar F ararngead aay | 
aay ARTA FAA TTT UV A 
TagaH: | areanay| aifsar @ aa safer arfa- 
UAT | 
VR TAT AY aT HAA TAA: | 
fagaa: | afarcarcnay | oofeafrarte afta tt 
BOTT OT TRAY Tey GeaeT | 


DPR OOOO Oe 


9-2 UT HAMAS ga Waa age: | aa WaT. 
adil wate | 

2-2 aifeal ag aad atta ARITA | 

2-9 «ofadiatsie ce | seam a ager wt Ga | 


qb “ea a afigaae Bt rm MRV. 4c fagag am A Fm Pa, 
age A° Bi K. 9d 98 are aft aaa 2a eae: BE Fm M R V. 
RR AUST FT Har aera arfersrgar for qifsar? Bt Fm M RB Vv. 
2 


XC 


a 


+ A 


fanalaattag | 


TAT | fh AATATET 

tage: | ost ay feiftar ser af waal fT aaa 
afeaemy oy Sh | 

TST | THT | eT Taare fea | 

PAT TH! | AAT TSE 

TISAT | fH AT 

fagan: | aie Tae weTTERET TTR 
TAY TRAE TH Gear ones | 

TAT PaaS HAL AA | AT AS TOMA: 
maar fraetaaea: | 

farea: | oo ae Tee Sarda ca TT | 

TST | aa: AT 

ACTH | TFT A gee fA AAA I 

LIST | TAMASTATATTAATA | 

agra: | we aele a aed | FR acral sae 


209 aa Hat afar Pret agadsht dae wears Tar | 


2-20 Haldd se | 


R22 da Taye STATS atstat Tatars 


AIG Aalaaga | 


2-28 ag waMANTS Sasa Aas Ta: | 
226 7 Ug al geri GATT | 
R2o wt aa A Ataeer| PR axvadt saaft afediar aa, 


2-93 wesw for art Bt Fm M Pz V. 
R98 TaTdEd THAT Ft Ps; cendish caer (aat az RB) 


equates UT BE Fm MR V. 


R-Ao Ufast Aastdo waar ahs AP 1 Ft Pt. 


tacdiatss: | 42 


Rea gfe BT, aE fast eae | 
UIST | ATH, TATA aafe | AAT: 
FAT | 
ee fara: | vafeatta | 
THT | 
MAMTA TATA Aa? TATA TAT: | 
STATA TA AeA TTA: tt 2 Ul 
= laal rg waar feeaqrartetam = aresreaqd 
Tes | 
22 Tal ae, flamed Waggne ara Water | 
THAT TACTATAMATS TAT | 
farrearn: | smears | aT Tet | very | gel zat AT I 
afters | CRT AaTaaT fer TEA AT Meet 
afRemaredTt | 
TST | ales | BTA TT ara: | eer 


sera RIaar | 

2-29 Hafeaishe | 

3-20 ad: GS Aaa (seater @anad Waa | 

R44 HT Tf: | Fa et WAL | Wat gacataledaa Tea 
waraieaal cerareds 

RRokd HaeRIe sade Sot ae Sa gheeit ERAT for Pe ae” 


Bl M V. 
2-9-2 ee aa Meaoorceneerton area fast feacar® waar areRTAI 
qkaed Fm. M Vv. 
3-2 FT, PATRI aTsa eT Bs Fm M V. 
3 Tal Taga 1 sorter ( stoTrataat V+) TyaTeY WE argon 
(arsigatt R ) qeRavrareett BE Fm M R V. 


Ro fanaraatad | 


Aeay aadhiat sat aedt a adTT | 
ACTA A BAT THAT FV 
agen: | efeal weg & ofeheraay | cara | aE 
TaaMmeat | wWaag waz | 
BR TTA aaa: | 
SH ahaa: | 
TIA | omat sles | TTL, a WAT ary aaaaarqendi- 
& o G fhe TART aa | 
Aare actgeat arrarcay | 
AAANAATAS TATTATT FE ATU & | 
AGTH: | we fast | 
IST | 
CER CRE CCE IDC IOCI 
TIA way F gagart: fAorie | 
rad aeraateafearagaaz, 
STAAAS He AATF UW & 


ON ON 


fAageH: | ad Ween | az sroxdTerTl 
9-2 sear ug Asha: | Tad TAeaASRAL | TAG aL | 
2 HATAT | | 
a2 ad Ofaaa | ative zedehar sag ca Y aart 
Aas | 


va, Carrdt wat Bt rm M R; “aradiafe Fm Ps. wb area for aqdqaq 
BE FMMRV; Fay A Ada Fm Ps. 
v4 UST) ata Safer | at, ary Aaa salsa saci: he 
wT za | Saas Bt Fm M Rk V. 
uab Maiaee aga aa ada Bb Fm MRV; (ATR Bi 
F2 R). \ec ada Bb rt MPi RV. 4d Wed. for & az 
Bt Ft M P1 RV. 


fadiaiss: | aX 


BUN Tey Se Aaa areas 
CR TAT | Meld ATT TA 
sta afcnaa: | 
aTTH: | Tag ws Taal SSAA TATA | 
&  UTAT I ag ahaa | oT 
AT Haas HA FAT TAAL, 
MOMAGUETIMAAAT AAA (asic | 
qASTUANTRAA Ja AA ASA, 
PII T aaa Tag wey age: far isl 
arr: | cal ates weaAeaaeal WAT 
wazisete Hgate ast faa halal wad Te=sle | 
2 A ayes ata Tay | 
TAT | TA ATA Wa | 
reat: | 
© freva: | ze ged wa afecoaftadaammeny 
SeTaTe THs faoies | 
G4 Yala Wale aera, aA TATTTST | 
98 TT AliaqzaaisagacamvS saasTiad: Hea: 
Saat FATA ward adiad | acayaat arate: | 
O8§& 88 Baldi wre sfedsaieraaaza: satya. 
sensi fadleag | 


€-2 Yea] for Gz A Fm Ps. 

¢-4 Gq Bt Fm Ps R; Geet Be Fm M; |sysred Fa V; for qq. 

wa-d An (as in text.) vb waar? Ft K Pi; gow for quit Be Fi 
M Ps. we tion for afta Ft K Pi. 

9-2 fealqara for fiaqsct A Fm Ps. 


RR Frmmaattary | 


TTSAT | fe | - 
qa Zahara aa aaasang aaa | 
AGUA Tt TIUAATSSAT UU < Ut 
| aSTaaraa AM THOMA ATA | 
ATI: | fea 1 qh, FETHGAR yfeaet Ta, 
eR | GeqelqErgerey aT we, a ff Ka SAT | 
TT | aitae: Ge Aaa 
fara: | war Farah | ar om ofeeo aan Fae 
& farat waa | 
Watt | at Saar | STAAL | 
qT GoM ARoeGTAI FT Al, 
TE COGIC RI CRC EL 
atgeiitaa aigarateg, 
asta Paaas wa: 18 1 
Tarafersfa | aa: waarernada saat Fracker = | 


mrrr>nruunnsnonn—” aa 


CX uh, Hea Hee TH, saan waalse, 
CIA 
ey Ug faraarfa | ar ga: oie Gans fare 


<a qegge Bt Fm M RV. cb “aa wy? Fm MV. co Ue 
for fq Ft Pe. ¢d qewarete® BL Fm M R V. 

¢-2 Sal Ft Pa; Tal Ura Bt Fm Pe R V; for Fa. 

es US 1a ae Pacaaia ward | Bt Fs R V; M omits from yyy aq? 
to #aaatt ( ¢-9-¥ ). 

ey-c Coa ds 1 Fea qua arama wel ad att 

Us | Tsay Aas” BL Fm MR V. 
Sb frag ae°( Fan” Pe eat Fm Ps. 3d asia fase vas qa: Pe. 


fadtatss: | 22 


— oRrerearl za, afé after wae 
8 Saat | ate, aq waaehtet saat anfaiiaar- 
Tara a setae fe aft gate | 
Prererar | f aca Taha gartea aera ovara 
& saat t sete aaetacost aaah | 
Rrarerar | al oT ade yeq Vat | 
saatt | ert 
8 Fraser sat sat ofa Fy SA | 
saat | anf ofeag a ad aa, ao wade 
HAT AT 
22 sal, FA othteenrot aI | | 
C3 af, aar enpekrat cateta anfatrarnanraat 
HgTe Paarl Fate | 
a ff ce Uae: Gece: carat aferarfe | 
e-8 34 4 sqefadest saa: | 
Qn Hh Je: Ge Tas Asa: | 
-¢ aA | | 
C2 Ha: at aa A TAT | 
eo aa fe onfeag A ach ant Fa TeSeeT: + HATA WaT | 
—- Between ¢-¢ and @.« the following is inserted -— faq? | afé 
THT VINIAZ ae 1 Ht TA fsa 1 sa? ae Fa A firs 
A Bt Fm Ps R. The first of these three sentences is put in ¢- 
before @t gu° in Bt and R; the second is wholly dropped 


in Ft MV; and a fourth & ua aqqrdterfe is added in Ft 
K M Pi V; in two of Pandit’s mss. all the four are dropped. 


2¥ famashaz | 


® Rraeatr | ale, dear are t oo wear Faget sa- 
we oa fears safedan facartaraa 
WSAUNA AAAS | 
%  Saair lt af, aad gat | 
faSuTAAa | 
Fraser i we yada medic yamreananaig ate- 
1¢ 6 SM Oeeiaes fa ae Tesren feared 
UIA ATT STITT | 
Stair | ates | of TaeT aoa aaTy fat ars 
810 al, Ble Y FA Al aarp Aa | 
fraser | ucfeg vanaiace fer qaeat setter 
STIG 
RB SH Aaa: | 
Rrra | Use TEI | ASIA | Zar, TAT FE Teast 


PIRATE 


Q-22 ata, fiaen Wq | aq Waal sayent safsai aa 
Rraaaaaagriena reaaiaaegeaa ha a: | 

Q-2% ofa, at SRI | 

Qo TIT waa uit agadnagasy afeey seta 
cand ofasre Brana ustdaargaag qT: | 

Qo Aq awed VMravwa: at da | 1, FA J Us a 
Haag] VAT | 

Q.2Q Udkaaadngel ZF TACAaT Sada area: | 

%. an eal, TF Us waned za ae: Hrgdifaa at ada | 


NPN EN IN RINE 


4.4% Ore gate % f ferei P33 Meal aah A feel Pu; ga° 1 aT gens 
qeq sata 1 fare 1 Rast ws weq aie | BU FM MRYV. Fe M 
V further add aq su ag A afeaaen afta. 


faciatss: | ay 


fast dal alate faa ga ofe=ale | 
© Saat | elas | er, aT qeacaal ataaa fre 
eam Fars sears | 
fasseart aafe i at af, saa | 
Saat | fieratteiafs=sor qaqa a uff great 
ara | qaufeation area ae fer ff fF aastar 


Pw 
° 


Paste | 
ag fast Fart Tale | 
AAPA awa: | 
agen: | al, Fafaar ax geeclaareaaret 
RE UAT TOTATET | 


Saat | Hl ST Tar seas sto see say 
ames | 
8° Resear | fH om areas faseierie 
Sait | arent aaa wera Hoos 


Vo sal, zat TaReaTaaay Hacsay Fens: aaaTla | 

QRe qead | dale, sags | | 

C20 fenton orana yer sama aaa | 
qraqitatdat aaa we faa feat agzanfesta | 

Q-33 qaT a daa | 

24 Hh, PrFaat aan cenrofiefiqamaa: | 

Q-20 Rl FACT Ml Saat TTA seared fneTa | 

0.30 fh Janlquarh fasteaa | 

Q-go faa qear marafeaaz | 


Sag CMlgatu er qu fae aaedierfe ps. 
Q-2e ala nals faurefe Bt Fm Kn M R V; for Raa, 


Re famartatta | 


ATT: | oT Ho Feet ae aaraaret Fe A 
Be TTT | da fe Hea | 
fagen: | fafaraaeaentfit fre tag wT | aaa 
TAA Sarde sss arfotest stetsat Fs tt 
23 Sadat | aes | doad fears, qaqa qaqa | 
WAT | SATA BAaTTAT | 
Scaieai: BAT: ATCIAT AT, 
RygIeA fat aa aaah | 
TT Bacaaseysty rarsaas at, 
WA aTATESeIeT A aA afacala tl 2 Il 
PIAS | Fz IT | 
Saat | ge, 7 oT wary feeeree | 
ek fara: | cast a alate | 
TTA | AietaTaz | 
ateaHisat Sst AA aA Ast ar Aral, 
TAA eaASAUMTAAAKTI ITT ATT | 


2-92 aq woe faaat aaT aaa za | 

C22 GaaATAnot fst aaai war | Ayal aAMaeT 
saa: wiaataaiees sass | 

Qo4 aaa ea, aaralale aaratare | 

R 0-8 AA Aa | 

Qo-R FAL, 7 JA: TA STIS | 

20-3 Vaan Alaa: | 

Swe BATT oyaes for RE Bt Fm Kn M RY. 

qob Fagquaafear® arkteft rm Ps. Yee “fat qaqa ai Bt Fm Kn MV. 


49a a} for a Fs K M Pi V. 


factatss: | re 


qeTHedary ay ara aaa, 
TAMAAANATY ATT Waa: Hat 1) 22 I 
fase | Fs TT | 
Saat | set sal) Faq als | gaRfs aT 
10k Ufa 4 ofeaerer | at qarateae yaaa aTie- 
SU as FT | 
fae | qa F | 
& Sear) vernfsfeca fafa | 
ATT: | cet | afar after | al, FRO FE Us BAT 
raters fer age oy fated | 
Spr) ears | aeTasaaaeaeara: | 
arty: | oT ge alegre sega aael Wee after 
TATU TRATES fratsars etic | 
Q 8.8 met aT | 
88-2 aT faR al faR | aaa | seaaalie aa ware 
qaqa | ad saafaiad ass aufearar wlaa- 


TST | 

224 orqud F | 

889 oferta | uh, fh gag wag asintats za dae 
al farafaae | 


22-20 Aq UB aesaea waa: GRed wal GAATaUTE- 
alae faatsrate sara | 


died dita for itary and waicy for waa Bt Fm M Pe RV, 

99d wet for Fei Ft Ps. 

19-2 Sei dfag for 4 afeqereg | Bt Fm Kn M R V. 

19-3-¥ sé Gass sic faiag for ane’ ag Bt Fm Kn MR V. 

19° & Bart gear aated aati a rt Pt. 

Vde i FH ares for eat age TY Bt Fm Kn MR V. 

19°99 FST SUS HeIT-Kn M Vv )aseT sera arelefeet 
taafstat wa for the whole line: Bt Fm Kn MR V. 


Re famalaattay | 


UTS | Teaser | ele rgarear | wat | 
Ta, TAAL TH: | 
ag: | at a7 aes J Altts Fait | 
3 Saat tare | aa, orerfeenfa 
UIST | AAA | arzaha | 
aaa GaAs az ae qe agitierr, 
qe TATA Tz OTe asa sat A | 
fe F ofanhksiaaaitiasiit gar, 
ae Ay AyVNT BATT ll 2 I 
saan | fa o req are ules | 
Fase | oT alte we aerate sats | 
12-3 arg: | eer ar a gyhaer awa, saad 
AAAI AAA | 


DO ON I EN 


88-29 aaq atfeiad aq alates | 
22-2 arg | aa, avTicashe | 
2 STA STAT Bae AAT AAA, 
quem ae aA aaah warts | 
fh x gloat gar, 
TeATTTA A aero: awe WLR Ul 

Q2-2 fh Fas and Areaia | 
QR-2 ag altata RAAATE: | 
22-2 fesarada guiada afar, soeed waa GALaTaAT | 


99°93 Sade: for Jaq: Bt Fm Kn M V. 

9a-de FH tags soorgT atfa 1 wt aftr cde i tue tele? 
A Fm Ps. 

99-94% oer for mest BL Fm M Pi R V. 

97-9 gta qaratetad weg araafa for ara rm Pe. 


facatsg:: | Re 


Trait | aaa Fa=a | 
TATSIMTNATA Bloasaqey, 
qa fakragarect fara: | 
SIA HT aS wetananrg, 
qa: aaTaaraaataaa | 23 Ul 
Saat | ay oy aatrarar fet | 
Ta | TS age TAqaUlt | waa Hara: 
WR ACHAT | 
fran: | weier fe alt meat seatet waat ATT 
TM Hea easy ve fraqale | 
& saat i za, wa aleranare eat waa aa 
aa a sar cara FF Ga a Me | 
Fraser | az fa aeenfteharia usagie | 3g 
. AS AST 


ADP DF DDD IDL DOLD LOLI O LLL I IID OOO I IOS 


93-2 sat at aafararn fifa: | 

23-9 fahart aaadl saeft waal weer Hea carerear 
ne facta | 

23-8 sal, Waa THA ees TITS aaRaAeY STAT 
SAAT FA AH AZT | 

23-¢ aa | Aa Aad Aas: | 

q3a aledtaed Fs Pe RI; “oiedidaed An BF Kn. 93¢ oaEqs 

Bt Fm Kn M P3 RV; Bcqzqdl® An. 

93-9 “auuren at Bt Fm M Ps R V. 

q2ew-4 Cuqal ANedtaaae Bt Fm Kn R V. 

93-4 fadate for fadaate Ft Ps. 


43° Tqaeraet for afetaaet BE Fm Kn M R V. 
93-9 sae for qq Bt Fm Kn M R V. 


Ro Renataattag | 


TINT | GEIL | BT WTA | AT | 
Tt aa acafey at wea faciear ar | 
UT Tees agal awa far ev I 
Praerar | 1 yey Feae Ahale | Far Ase | 
ATH | Ta | aE T TAT Sera | aerate afe- 
WR Hey Wea 
fraser | seat aarast fara waft rouge | 
SRC UIRILCICM 
& freer l aa guhawa gene aera weg aT aa | 
UM He Je Taga qe shoe sels Ast 
fr Fare sUpATTTST AT 
< grat) asafa | 
qagat erate fracaat a, 
mfg + Taf gerry | 
ALACTSATAAT: ANT: WCE, 
THA TAATTAT TearT TAT UW 24 I 


23-2 ag me Agar | Teaeaea | 

99.2 ay AIT Saal | aawaal afyaat asad | 

29-9 Saal HeRist Re aT Aarsafa | 

@3-& FA Gutawdl gad Aa wa aaa | we wT 
qaaage aaa ata) areaqaraT Bais AERA eta- 
arqatat ett | 

qve ua egg Bt Fm M R V. 

qv-4 gum for gaye Bt Fm M R V. 

qees “Fai arena aiesi Bt Fm M R V. 

q4b agt for qzafg rt pe. §=6aked surat gar) ai algae aan 

agara Bt Fi Kn R. 44d leg: for gRaq rt K Ps. 


fadtarss: | Be 


rset | saatate | gor, of 1 gaat fH frecrez 
qa WaT rare & fate aga | 
13 Seah | aceniohartia | pe, west qu uaa | 
rarer | aerarr | aat Beara ST aT A TE 
reate fr | arent ara afer 
®  sdafr | aie | Fe Fe AEN | 
TTS | Feaie | 
wat aay Ha Te ars agaag | 
FANST? ATATATSIMA: FoIMFATT 11 2S Ul 
ae Weta wargyaaaa | 
fara: | aie, wot erase seam fa 1 Fetes | 
182 Saan | akad wala | 
Aaa: | aa wa | 


aTTez | 
© tage: | Raed, alas | 


C42 gal, Ce | aaisht feat aad der Paaae a gaia 
Gara | 

Q4-2 gene, oy aalfsaenier | 

24-9 Fal Gealsgrel ar ah ohare | sea on 

R48 SAG AAT AE: | 

g&-2 wala, Ta: fraaaet ata: fat arate | 

28-29 aft wae | 


14-3 Tao | aR smrakas ae Sat IT Tacit Bt Kn M R V. 
94a 4 Aa alitd seq Fs Pe. 9¢d aya: for aaa: Ft K Pa. 
16-2 leaqaa: 1 ateet et ate wor}? (omit ) Bt Fm Kn M RV. 


RR Rrnataattay | 


Ufa aaa as TANT, 
wadisaararray Fras | 
afeattat aa val, 
«ABATE BalaTa: I 20 I 
aa sated | saat fare arate | 
RSS | ys TT sqaaeg ToT | qs ARTA | 
ion SAR | Tey aera | 
THASar | AST, TAT A TN aT ASRTET 
HUY AT ST SIT MATS TAT AAG I 
& ogra | wife sssera | afer waattieare 
Taal | WITT Ta: | 
saat Aang: woad) ae ae ferrar | 
8 TA | aaa | ae, areata qa: aah | 
fare | i cahigar: | op wg —zeaai arama | 
Sal Gal | Veqdlaaulatacy qa Yay THE 
ae AY cegral Tare Oy fons | 
zrat | fala arTara: | 


29% Ad AM CaCI aTAA | HAAAat AST: | 

89-8 ATT H araTaaa: | | 

29-8 FEIT, WIMSs AA: | aAERIAarsgaa Fala Fa- 
BARA AGA | 

foo arag—| at fra ar firey | saafegtafafraa var aga 
Gah TAS Sed Tareas a ATA | 


qvb gy for ay Be Kn; fag: for fara: BL Fm Kn M R V. 
4u-42 TareT omitted in Bt Kn Pi R. 


fadtatss: | 33 


ACTH: | A WT MME FUE | TT IE TAT 
| Segal | oT at gehts soey fateate | 
TIAT | AAAs Aa: | aT AG Tred 
wetaat Wa ea BAA ale | 
maaarremasacae Peaata Wve I 
ACTH: | sana | Vale y est a AS aeaTATaT 
TH BAIA WTA Ueaeq alarcaie fa | 
eR cra | Saat ee Reopen | wal ot, oT 
TTT | 
faqTH: | fae areata | aa, WT dale | ae seqdia 
é ART | 
TAT | Tay Tat AAs: | aa fafaata wars | 
raqH: | Sa | zay AT | zal AT | 


g efa fadaca areata | 


219-29 Al HAMM FA | Zé Ue ak agua saat | a aT 
caida fasta | 

Q¢-2 Aga A eam Mi Ai aaa qa ase aM 
Welded afaeata zie | | | 

Qo sed, A Te | MaAwARAT Ato | 

Qo ag sal WAG 1 za WA | 


4-94 sg for qT Bt Ft Kn M Ps R V. 
q0-9¢ AMaded Aaa gaa for qa qa: | BL Fm MRV. ag for a 
Bt Fm Kn M Pi. 
qcb faqa for maqat Ft K Py. Pandit’s U ms. has qaqa as in the 
text; this seems to be an oversight of Pandit. Portion 
from 4¢-9 to 4&-4% iS missing in Kn. | 
4o-2 SeqTaTAATS azar 1 for cfs asaya | Bt Fm MR V. 
qe% 1224 ZW ystat is added before 1¢o Bt Fm M R V. 
ts 


32 faashag | 
qa: Was ABAIATAL ATA | 


aat | aa first, ay qe ale at aarat oardat 
RSS Asal esl FI 

fergie | fH soar veoh ae froofaegeq | 

eat 1am f& adcafiar ated aa 8 diastase F gz 
m  afet ay og fy 

trator | sy aieoie eats 

at | ciara | ee first, fH we foo fer setae 
AAC ECUC IEC AMC (UIC | a 

fagtirar | fed | weit, werqneenterae yaad 

GT | at, aleve Ts ohseaiste GAT | TEI | 
R10 EL aTeflere tt 

at | qa ara of 1 ae ated aat aftred | 


NN ON NNR RANI NP RNIN OLN RNR IRIN 


26-22 aa fyi, ae aa ula, ee same oaaTa- 
AMARA: HAGA ze zfa | 

Ro-83 Hara als aot faanftagar | 

2¢:29 da fe sarakar sen amaze aesaiqa axaat 
aid aa a ae | 

£28 agit Ta | 

Co-89 ey Mgt, fdastedkadad caoaretaras | 

£20 vem, oRacatnaet ys aaa | ea, HRM 
TT AGTHSNY SHL | HTL | ATA | 

ROR HeATAT aaead | Tae aa: AeA | 

9¢-90-99 statadt for age and et Bt rm MR V, 


1¢-92 Feet for sayeT Bt Fm M R V. 
1¢°99 TH Wadat BE Fm M RV; Geluat Fm Px; for forse, 


faciaiss: | 34 


fagtirar | ae ear) afer, & cea ater fret ofe- 
Ro afe | were offer seadia aeqeay fa amar 
THAT TAS TET sey Tal FT | 
zat | amr f& & afeacar atte 
Re fagtrent ua gaara araata | 
vat | efor wag sare sears Frarte | 
gfa oaaaien sad TATA | 
Ro aga: | at Tere, fe ce TATA THT aTE- 
aloe sate | 


TAT | ST TAL TAT seTATAT 
qata at dad acho ged cat sea, 
fe feat wadt za carazaeaa 2 | 
HAG TAAL AA Tatarataaarsa: ll 2 UI 
__ Fagfarer | wet, cree wey UTA ITT Fale | 
CO-23 Ui, ada aiéteiaa fafa | wenafess saz: 
array gf ana | snaoanta seh ce 
Te gfe | 
26-28 dat aa Waa ware | 
ROR SHAMAN SCAT TE | 
Ro-Ro Ut ae Raed TaTaIT sHeaTeMgahSTaaTaa 
Za | 


€9:2 WER, Caea aaTTeT sq Ta | 


Ve-Re GATT Fe Ps; VaR Bt Fi R; sqeTeT Fm M V; for sarey~, 

138 «6S Ad Bt rm Pe R; Bcf Fm M v; for acto. 9ab arr 
for ay Bt Ft M V. Ie Saag ( sreta fe R) ward fatea- 
Wad Bt Fm M Pi R vy, and arid saairag areftaa- 
aa (-argrat MV) Bt Fe M Pu R V, 


Be aMAaaaT | 


sat | trate | 
193 fagra: lal, Resmorhacstion aniresa fers 
fre | 
TIS | TTA SASH | 


& det | We | aasT, AS HAUT | ws FT BAT | 
TINT | TATA | HY, ST Set | aT Bed 
fAraR: | snd | cad ait aad | 
3 TAT Taam | aa, faa afafaaag | 
AR | se waa sefiesea ay ar assert | 
UIST | TAT | AS, aT Atataares: | HTL | BA, Ae 
Wo HAT BVA | AT ASO AAT ASAIO TATA: | 
Sat | Gale TT HeTt Tse | 
faraH: | ale, Tae a alert F aang Ae | 


Q2-2 Tet | 

20-3 ah, wahaesa waist fgeeaisier | 
CR aga, HeMANa | Ca ARTTAT | 

OC AECUUGIC CIC IMC Ect ae 

22-20 aan qdaa gaflenenta ar saaaaz | 
22-23 qsaq aaa: Grd seareaaz | 

20-29 Hala, acre vied afpateraaaast wate | 
qye Bat ged? pb rm M Pg R V, for the whole line. 


IS-9° gees for wWeseq Bt FM Kno MPeRV; Ulex aerasfaert 
for sift aT Wfe° Bt Fm Kn M vy. 

IVI Fas Raaeqrdaneaisayq for qq ae? Pi. 

Isa ST aera ( recreatin Bt) sat ate for F fri Bt rm 


Kn M Pe RV, 


tadiatsg: | 29 


3 Set | forshire, atat | Tat sary TIER | 
fram: | ae, ot Tee | aaa ararfaat Prater | 
TWAT | Fa, Torts at afaeala | 

1¢ Set) oe yaal Sagel | wa ae Tq TATST AT IAS 

soca wf aarat & Fray | raft, ce ws | 
aA alefaeat aferat | 


TTT | 
area aad wale Tare ATT ATEN | 
Tea Taq Eta: HA FT aay faces? U1 Ro ll 
gfa weal: vata | 
Saft | ream | aT ey seer Fe AUS TE ATT | 
Ro fh q caofice Forse Aaa 
UMAHIEM BIKAR TASAAT | 


NO ON OO LONI NI ILO OO ONO NII NO OD 


20.2% fagtth, aad as aararafaal are: | 

22-28 Hala, 7a Tae | as: ararsataatsaa | 

22-2 ¢ ater waAsTeT: | TEAaTTTAI aT TfaReRlAT Zar 
aad fas | fag, cf neste | 

RoR ALAS syeqaendaa agua | fH g alawanag 
garage ate 


13-98 GF sess! aed Fraalsriot Fm Rk; “Aza sparsely fra 
at fa ale Fm Pi; fase: | oot | sooTaTT sTafaat ( ssa- 
Tuarakat Be Fm Kn ™ ) fast fase Bt Fm Kn M V. 

93-9e¢ Tyqel Fm Kn; Tadaqeq Fm M V; for wqay, 

Roa al we Bt Fa Kn; Tqqd Fm M V; for ajaé. xed | for g Pi. 

20-2 Uf Tea for aT qgz A Bi Fm Kn M V, 

0.2 HT Heleaninaea Tease? K; fH J slaved = feeresraraea 

Wey Be Fm Kn MV; ff g santas? Bt. 


Re fasarattay | 


aTTH: | Tart fe qeqqUoT Tat At | Tse | 
& LIA | Ses | ATTTAAT | FAT | 
fararqaashs arat, 
aastagaat Taed | 
nfaata aca a afsat, 
aittits Siracusa 1 22 
ATH | aS wa wal UE | 4s abRagiraal 
sfede cafe aete | 
24a THAT LAT HTL | Saal TASHT Ha Ce Seat TEATT tt 
fe ¢ aftrmegqaeenat Parohtae | 
freca: | frag aa waal Ska | gafraced Fee 
4 Hae TISTE HT | GAS FET vernnet Alas | 
TWIST | Balas | Tay aaa | at AE | 
SONG? MAT Asiafa attgaraae fared, 
fafnaratt altianrggararctad aa: | 
aq att fart aivafeatt awe: Baa, 
RISA VI IACYR Bea AS ITAA 12 It 
zfa fASHIrat: a | 
aia meraraiezratactaa fammasha fedtatss: | 


LN NSS 


Rots mraadt a meat mat X41 | SRE 

RW MPRSAA Waa Va | a Gealay faalshae Cigkrai aaa | 

22-4 fase aazaat dita | gale sree sitarrersa 
Wael | Gad: Gg a aise Alaga | 

Rog TIGA for yqTAY BL Fm Kn M Pe R V. 

29a Halsig for aatsfi Bt Fm Kn M Pe R V. 

29-4 Sele ( Hat P2 ) for wat eitat Ft Bm Kn M Pz V, 

arb “aaktd sega: Ft Bm Kn M Pi RV. 


o°3 


YX 


adtasE: | 
aa: aaarat Aareay | 

TIA! | AS TSA, ASK TSA TITAT AAT Te 
Mesa: | TATA aT SSI Aa: FST At 
aft aa: satin fear sitaerarerat | 

fgcitr: | mea, 7 ott safer oa fal ate oT 
acaitaada adit tg ag cidta sort 
THAT ST | 

TIA: | AUTH ST A ATA: | 

teefta: | mal afe serdte sent careratedt ofa | 

TIT: | KALA | | 

teeta: | odtaere azar sere arenitafaena ae- 
ATT Hoe gsat | ale, TaIaT US Awlaaar 
THAT slAqet | Aealea = aarleterrar Fe 


INL INL INAS IN, 


ot Tea, a St omar a aa | afeega: avediad- 


AY SMa AT Ay Waray Saal ae area | 


oe STH | Ta Tat Taceafoanete | 
0-8? aati adariaat arte saat dana 


ord 


o°\9 


ore 


Fst | ofa, aaa va Aalaeagew: ahaa Senge: | 
aaa aaatraa sta | 


aenraeaateat for qeqaq Bt Fs Kn M R V. 
-r 


or\9 


Cot Set Her sreqfer|ar wife ; ava Bt Fe Kn M P2 R V. 
wenieen for qa Bt Fm Kn MRYV. 

Pi K F3 add feg— after ane. 

alga zq° Bt Kn M V, 


0-42 fasrerfetr? for aarie° Bt Fm Kn M P1R V, 


go 


a 


V6 


89 


R88 


29 


fanaa | 
TAA: | ada: | 
fetta: 1 aa ae afta fa afte geese fi 
foreareat aroft 
TIA | uaa | A ae ATA 
Fal TE t 


feetta: | aa Sasa | alee oor aaiear 

maa: | HafAag | 

tacitaa: | Sor qa saeal gu sft a a = fez aT 
Waals Fa SASAAT AA | WELT BT Saag 
sata tera wy afr — afta tear fa ga Tet 
yma cele fier weet | ar ga ger 
Hara safrs ara ar aftiesaaront aie Aer 

TAM | aT TRIeadszl Fe-aeT | 

fect: | aaa | aa sacar afeaser 
SITAR | aT aE 1a qraaktafa Sr | 

afa frenrat | 


NNN ST 


0-2 aaa: Fearaa gla ultasey gecadila favtar art | 
0-22 Ral SUeMAT | HAST FaCalat | 


“YX 


O22 Faq anlgeseag sfeaeda a a feet od uaa 


STANTS AW: | FEAT Jaowaqagquigaat Tee 
ainar— af agua a aay waa aa: 
at RON | at ST GRC aMAAATaseS alae ie- 
eeaartt wade | 


O29 HUTA ostiaater sores | ate | we 


EL CIGCIEECICE 


ede Aled: for Je: BL Fm Kn M P2 R V, 
ony SST at gz fegearen” Pa. 


adtaisy: | BX 
R0 fasacnr: | 
da: saat aaant | 
RAR | 
aa: Hey TA aaa TeqAMNT Hera, 
Tad Gacaetag: Hea Pear | 
mare oF aaah aad Tay, 
dara shorfacat ate Heiser tt 2 | 
chara | arfesishe afar area adae- 
Ta Fa AGeasa Pafrases wt ara aera: | 
Vo deg aoraTiggaata | aratcaraataaaa AT 
Ts Tay | oar aaeler at 1 wa: ag eaar- 
TAMIA Ua | ze 
SHIM za TTY Aaxrsar afean, 
qasiRiaddieara: deraraeraa: | 
MaMa: apie Bayz aArasadt:, 
CITA TA MAT BaeITgl Aa? | 2 At 
apeaae TE | Ty za wT Afra Fa: | 
ghestaatrarenciaartars, 
qitaa oy faania shteahy: | 
qa eq for FA Be Fm M Pa R. Fed for Faq Fm Po. Wag for 
og Fm Pr. 9b Sedat: Fm Pe; Dafeqye: Fm Kn M V; 
for qqEa:. «1 ¢ MTaeq for aegedi Pi, wast for wet Bt Fm 


Kn MPsRV. 4d dararg: for dar Bt Fm Kn M RIV, aya 
for a2] Bt Fm M Pi R V. 


9-3 Seay for qaqa] Bt Fm M Pi R V. 
ad afar: for atiqa: Fs Ps, Tersta: for 38} Ha: Pi K Fe. 
& 


BR fanaashay | 


Atha waar, 
aqaegqantarcaes: tl 3 Ul 
qacrarararary fra: afar 
at: sata safest us Pers | 
LIST | SATA | 
Baa aes Rat AAT franairare | 
aaadiaarar aa gy ubahaear tl 8 A 
Ra) sar! Fag wag ta SH arate 
ated qalvan | at aeaa Ba afare- 
220 faheait aaaeafectar sf | 
THT | faqraa Tal TeaT Seq ste | 


HAH | TA | 
& eta Tena: | 
wart | aaa, FR cesta ca ser AafaaalsaaAr: 
2 


S fara: | a, cat Terese Teel aaaetat 
TIAA Tres Tatar Fe 
UAT | STI AaaTs | Tar fe 1 
ATTA: TA CATA ATASTT | 
Pradeaaattet afrargaatataes: Taal 


2.2 “a, aaah sagan aawadt qaida ataac: 
siege TAA | 


2¢ Smaereararg for smaarrg Bt Fm Kn M R V. 

BR-} Weeds: Mv; slated Bt rs; edt sfaaefae Fm Pa; 
for Fiquiakyaaeare. 

ub Cqaat fe BEFm MPiv. \c faeecqqeea Bt Fm Kn M Pi RIV. 

ud a yaaa: for afqargae: Bl Fm Pi R. 


TAASS: | 23 


qT arerqasarty | 
TAR: | Fal zat AF | Zhao aeraerakeatien Hee 
“2 afta ales wet sataraeaccntter aftretaey 
TAT | ANAT: | 
qa aMRet Wea | 
a faTTR: | fetes | Al, Tara Faleuy aes | TT 
fares Paes aagEt sate | 
WAT | GAME WaT | 
ITATISAAISAUTA, 
mate eat aidantte | 
qapdaaated Bla, 
atid a ahtaafeeqay i & tl 
ATT | a A A, Ta Geaerateatet seat Tar 
TATU | 
eR IAT | aay | aAaehnearaqeaaa aT | 


2 Fa gal MATL | Seta TBAT wnfenafiralgra 
CIRCE CIGQARICCCCUIC MEU T a 

we Hh, Tama wrieta lta | am fafateamd 
TAMA SAM | 

a2 dt dt ah, wT Guedianasio: sil asm fears | 


4-2 fafa for aaiivr Bt Fm Kn M P3 R V, Opfseaferfaerararae 
B Fm Kn M Pik V, 

4-2 Ueqal (aeqal Pu) Bt Fe Kn M PuRV; Galea P2; Walaa 
Pi; for qejaTqac. 

4-9 Sala for aatstwesi Bt Fm Kn M R V. 

qa Sqyee? Fm Pi; wahtyeeatygae an. <b axfya: for eat Ft Ps. 
Catt Ur THA Pi. | 

€-2 saat for gard Bt Fm Kn M Pi RV. 


BB famarasttarg | 


TAS: TTT | WTTT AIA | 
taaraad adi Bear, 
wT aaa gug Aaa | 
aHat ART qesat Aes, 
ecaqeiiahatcra AAT | 9 I 
ATT: | A, Tada =e fae qeay- 
ooTal srafsat ale sta até fF Gareton attr 
oR WTA | Fasvnarad oiiqa suse: | ota fetes | 
ater ara fF otras | Rena 
AI: | 
a oftsra: tt eat armas tt 
sfa fasara: | 
UIST | WRATH | ATA, W BRAM Bea: | aT 
© fafaeh aaterearht marae | 
Agr | o dat cq al fag ata soe Was 
TH MATT BIT ILS | 
o-? Fh, aeodaardir & fiamtaraggra: sraaferat 
wa qaceAty gardiat wate | 
OR Fea Aaa | 
9-20 aq Baa TA a | fH I AeA Ter aeAAMNaRY- 
TAT TATA, | 
Qs Beas for erIaTa Bb Fm Kn M Pi RV. 
wa efaarded Gai? Bt Fm Kn M Pi RIV; Caarfaad aati Bi Pi RB. 
vd (asad? Pa. 
ee aateqraaearat sire: Gaeta: for afyouqea Bt Fm Kn M V. 


vqo Taae Bt Fm Kn M PY RV; tafe pu; foray dae aka 
for aft@q Bt Fe Kn M. 


adtaiss: | ga 


aR TAT | TraaL | Tear Tada Aas fray: | 
Ta #4 Taal Paahedaceafsaat: | 
aaaanagear qakara: aayttaata Wl < | 
agin: | sa were ss ater ates wa 
SRBC CCCIUC MMC SCC 
23 Ua | Mad saat | qqq | 
THAITIAAANTIAT TEETAT | 
ag ai waieadatecaraate TT 8 | 
FATIH! | OT FS AVI TATA TST I 
US BTaTAeAsla | aa: Wasa 
a3 aaa saat Faas a | 
Stat | omar Aes af, dele = ae sepa 
qaal Megastar aeearksrsat | 
q fraser af a arene watag tee g Fada 
oT OT TE FRAT ATT Te | 


é-2 aa otdaargeaa alee aa eet fraraanr & Her | 

Q-2 0 FT GRIT FINS FAA | 

2 afe, daa ass aia Azigagitnal strata: | 

e-& at A afana: oeifaga | ze og Fraam | aft 
ame Jecat vaatata | 


Oe ee 


<d qqgut (Cf Bt) Bt Fm M RV; feyford Pe; for gageh. 

ok Beate Gama for age yeaa Bt Fm Kn R V. 

Sc aqzareqeaae Bi Fm Kn Ps R. &d A aa: for gfe: Bi Fe Pi. 
ay Areca for srecwt Bt Fm Kn M P2R V. 

a4 oftsaltr for ofsasy Fm Kn M V. 


8% fnarashag | 


Saat ia, won ra gt ame fed a oe 
2 TI Fete Tale | 
fraser | i ce gabe et Aeraftret fieenea = 
TU SATA | 
® saat) an fe saad ane ae ate at a aera 
fa at ootaste fe | 
Fraser | set | area Ae ae aT wae 
i oTERL Sal, AMSaMAATMgS Mead Ss 
array sera Prete | 
saat fase areata | 
1¢ Fae | ys, as sou Fra fieraae | 


Saat | aearaz | qarat afate a eee | 


PND NI DNDN NIN OND OD OLR NI NLS SP LORD NIN AINE Na Nl NASD ND NA NT Nt Ne No ot 


e-¢ Oa, Had: Uy alManad | ate a aa ae gure 
Ta, | 

Q2o Aaa Tatas Aerahrat fraare a HATHA TT | 

Q.22 aa fe aaa wre aaaq gar A cage: fh ata- 
fasdtic | 

Q-29 Wag | AMS Tada | sel, aakIecamanagEe- 
qaqa saat festa | 

Q-2¢ Are, Al Jaca Faear farearwe | 

9-22 salar dita H ecaz | 


S-e-% Ais, AAAI Fae i Ta sie Fd fava as a aes ar aeons Tare 
Bt Fm Kn MR V. 
S-Jo of afstataet taser sraciisgoe Forafser” ( cakatei M Pi RV) 
Bt Fm M P2R V. 
%-99-9% Tat | wae, fest 1 a ates 1 zor Pawee, fee aaor 
fF safe 1 ferred seat Sa attr ered (aes Kn) a 


fésisi Bt Fm Kn M Pi R V. 


atatsy: | a9 
Pasar | Fetes | wat aftrefererral aereaataareh 
Ri et tar ae lt saaqeS oT I 
SH AIT: | 
UST | AFA, I Ae ATA ATTA | 
ae Saath | altro fon set, opalgs F feerey 
HARA WT HIS J AT Aa MN Fasesey we | 
farses) Fe Aes) 
89 fATTH! oT Fa SETS Aietg TeaTay | 
UAT | TIA, TIAA STATA: | TAT | 
SAAT A AAT a AegAtaay, 
TT Wes aalstat a at afte: | 
Wafasest at ar ea aareaated, 
TER SAATEM AW AaTAATT Fat Ul 2 
saatt | rer aft a oat zal aaa ge te 
SIGE | 


V0 TF Hed aaa ast: | ae | sTaT- 
aaa | 

e229 oftataead Tardarnhad A aaa | srafta ca a- 
TAT BUST Waa: dwarsal vata | 

V2k TA Waa | 

Qo afay aganut: Geaat ARIAT: | 

20-2 ay, eld ABSA Fa: Gd BA He_rssqy | 


Q-Re Bea: for Bag: Be Pi. 
qgoc After this: gaaft 1 ara 1 ast t cefa® Ft Ps. 


we famdafiag | 


cog lagen: | art at, ae fF sar feat cars FT ae 
Tat 1 TA afHasiay ravage | 
UIT | AA, Tl Ay | 
& fast | gy | was, gy | 
ATT: | Te fer 
TST | 
qq Tal Taaraleaaiar fadsa: | 
aR Hal TSA AIF Bat AT: Ul 22 Ul 
saat | f aftt sar afieq | ae sa | za 
Frade, aarel ff az are saredioy fer qari | 
aaa PTaSar | akaar afegahe, wafealaeratteten fa 


, 


NNO NLL NO NN NI 


Qo-R ST | Ah, seat car fall we a a oy adag 
PCCM ECICCOMCICIC Cm 

fo-8 BY | gags, BW] | 

Lon =A | 

28-2 fafaariagt feat | sar fare, anaisit aft 
reravargarelat ft ASIST: | 

22-3 afta, srdfarafacenttotinrhe | 


qo-2 Hgzekotyaaient for faekttr was a Ft Pu. 

Joes dal d weq Frasiat areareiq gé Bt Fm Kn M PR V. 
Between Yo-~ and 4o-% oat) Ata 2 Waa: | ASH | ga ( Wa 
Ps) fa & ween ofatefa ( waeafe Ps) Bt Fm Kn M P23 R V, 

99a By qatcwa® An; 99b faafeaq: for fia: p21; aaabe s¢ at 
taarnagens Maia) wh sf ae Bt rm Kn MR V, 

99-9-2 Fraser it aftr tastaie 1 cdaft 1 aeat sage | ger sa)? 

Fm K Ps. 
99°32 Soria? Ft K; aftrigaae Fm Pe; afan° ps; for safan°. 


adtatsy: | Be 
TT | Fat Tat leet 


aa Ho cata | Saat ae qem fagony | 
e  fagaa | ater afer t safear eat | or areiortl ate 
TAT | AATAUT STAUHATETAL 
saan | gor, fF reat ATT I 
@ Fsesat | as au | saftar ast | fafectirsrasar 
caafedt dale | at cer Pat 1 Pafseate 
aq: aaa TATERTRTAT eat | 
W Set | aaaanasies | ze frote, wat aehaeT 
afest alate wert frersont | 
ret | oy daferate ufectatecea alent freacriterar | 
q43 fa qitaraa: | 


a tad 


92-9 ga gal Ufeel | 

22-8 after sider | soferat Sat | aardaat va | 

88-¢ eel, faa awa | | 

22.2 gant | seakta sar | fafeatianast usatest 
ead | aaa Fat at area | 

28-22 ee fagia, os afecitdalarea ated warn. 
Soa: | 

22.29 ag aned vediaieaes ugasrcfiaar | 

99° Saftegel] Bt Rk; afeeqel Fm M Pi V; Gaseqel Be F M Kn 

atasat Pa; for areistat ( supported by Ps. ). 
Va-¢ aire for asi Bt F (all mss.) M Pa R V. 
6-908 att fa gy Bt Fm Kn M PUR VY; gto Fm Pa; for qi, 


faofigdar Ps, Saqraiterpqdar K Pe; fafeetermeqrartr Fm M V; for 
eee aay, 

14-96 OF Seteieet war tect (Ccfsit p2) 1 Fm K Ps, 
\9 


4o fasrnttaftar | 
ATT | eel W, 1 aN agar ete fa, ae 
Wa ART TagaeaT Fala, AAA ast ge 
1¢ aT eat 
TISAT | aera | TAMA seq | aa Galahad aaa 
aeons | aearradt 


ATR AFSACLTTTT, 
ghazaigiat sae | 
ATI sAaTTATE TA, 
aby waar ayaa weTT | 22 I 
wat | So | AT AT AST | 
aitsra: | tS GE Az | 
ara agen: | afer adic | 
UAT | lt, STA | 
ce WeaaTaa | 


NPN NPP NANA RL Ll el ol al Na Ne na 


22-28 Uh, a aM aera cardia, aga wararatn 
AATAAT BHI, TT A an: YAcalat SAT | 

22-2 FA TAaATA: | 

22-2 TAG TAG Har | 

22-2 afer wae | 


19-96-99 AT F(T Kn) apps ae Be i sg Wad sitet Aeeqzeqqaat 
FROVA, at A Bt Kn MR V. 
19-99 “GHReT wirasat qatar ft ena A’ Ps K. 
99-98 Waa: Bt Fm M Pi V; aaa Kn; for yed. 
qxb fiftazar Bt Fm MPiv. 9ad qq ya? Bb Fm MPs Vv, ayaa 
for agua Fm Ps, | 


adtarss: | Ge 


& saat gar, amr get ediae saertaie | oo fh fF 
qhetsig afal sreaare | 
Fae | ae, wage ae TTL 
2 tat AST TAA a fT TaTAAt aT ferent | 
T Jed salat aderg | 
TWAT | AT AAT | AqIS: BE | WAT | 
a faqaa: | sat aaaremad saat seat Ae | 
TAT | fHMTATTTAALeT ATT 
ast fergfirenraara | 
1 fagitrar | wat, eargraract oT 
Tat | eat eles | aaa | 
Tart TAT DITSRAS, 
AIA WA TTAB | 
TUATHA TANT, 
a FR aT Taga: TarTd UW 23 ti 
Q2-8 gal, SA ga Shea gaaa | a halt oitdiae seat 
SAAT | 
RR ATT | AAAI Ata AAT | 
22.2 aga quae ash aaa aa aurea: | 
arqeagIT: GaAavL | 
QR-k2 gta: SAAT IgA AIT | 
22-24% Acs, aeraied aa | 
we Rave! ate agi gé da (afte Bt) & Bt Fm Kn MRV. 
(af amt wag gd a1 at fe ao sam: weweat 
Se Sey aad ara: Kn. aqigéd is wRSA meaning 
‘without jealousy’ according to B and R ), 


2 fama | 


Saal | weal FE a zafea qearTt | 
fASASAT | HZ TS, WUT IAT oerter | assy 
122 ERAT alla | 
aa | Sea Tae BT Tala FT UPA Aasal TAT | 
AagaH: | AMT AT | 1 TI Galas TAME | 
& tet t after, sary saat oa atrafeae 
qaaie wale | 
qitara: | 3 eft ammafe | way gaara | 
2 tat | wea agatiheraqaasd | ea, FA Alar 
ata easy Sarate | 


asta: |e eat qae | aa, we TTT 


23-2 Hel GAA TEAM: | 

232-2 at Be, seadaradamn anit erfeeh afar waa | 

23-9 Se Ad Tal adaaratsa ATTA: | 

23-4 fawag AAT ( A Ath GUilsd TAIeATA | 

23-8 aA, STAINS AAAS aaa I 

Q2-¢ aeomaqafa | TT SIS: | 

23-0 eat, TAMMTEIRAAISAIAAA SEAT | 

23-22 qemagqala | aaa, CaaS | 

92-2 PaqeaT 1 ae Sar ver anit agua | ais ge, aM Ft K Pa, 
wet for weriteay Bt Kn MR V, 

92°32 fists for efaort Bi Pi; aritemg is added before = in F2 R. 

92-4 Teas Fs Ps; Taraftg Fm Ps; for qaaré; for the whole 
line T Ga Prozgi gered agate (frog 4 ged geared 
TPIT | Tea AHAl TJ Tareas Gad a ates ara: 

. Kn ) Bea Kn. . 

93-3-90 GS, ME TENE Haves ass Sas a arg for da, 

alqeiktey Bt Fm M Pi R V. 


adtarsg: | RR 


R fgeR: | Aeneest ater | afey adie | TET z 
TTA AE | 
aat | ssa, Fal TT | 
1 TAT | AaAaT | 
fat | ca: gaafeia oreafe: afte | war ae eqar- 
ren Tethacat ardtahte asted soa I 
<0 6mmmt SF eat oe Tae WT oT 
TTT TE AT Higa attest 
Saat | sae, a amt faa a ae fl aa oT 
81 feaalaae feast daz | 
Rraear | ae, qe eam saat 
BAIA F feral atreate | 


23-22 aia waa | agHea SIT Wag | 
23-22 SGA, ARTA | 
23-28 GHe say Afeimersd ae arigaaa- 
Taleaa | senate at feameaga: sda a aagaer 
Gaara aa aa sifaaerat afaacatata | 
g22o aH, Fa HS Taalafa | aa gaara 
€qu Gad | 
22-22 aha, Aelaaea oar waagia: adda 
fauna warate | 
Between 92-4¥ and 72-94 Sf ona dag, sé az tatty 
wateat | aia Boy BE Fm Kn M P2 R V. 
92-9% safer for fifetiot Bt Fm Kn M PUR V. 


4B Rraartatag | 
Re ETH: | omar | aed aS goret reat saat 
wns wat y wea fa wae we, fa 
Sar TAT | 
2° Sahl A, Fe TAM Geran satay firacatk 
ale Fo | Chay Faas ata Ia at oT AFT 
TTST | 
ald A Aa ATTA FANT TTA | 
ale Jaetat aor fe at asa ate tl ee 
ett i ae aa al sarees aariee ferret 
qc aT, TT Tare | 
72 TAT | Ba, a ay Taledshea ale aad fart TA | 


RRA REAR ART 


93-29 faze we geraa fate dad ane wal A 
wiaerdiia | wala, fh Sarasa | 

22-29 4, HE Gea: Basar aaa freak 
aqme | Carat Paraa arara frat at a ate | 

22-8 WTA aA aT | ames aoied Prarqwaead aay | 
att, Tat | TST | 


q2-Rw-R4 SMART FLA] AGA Gerse wife qr? Bt Fm Kn MR V, 
(areaeateart vey: sentra afer, serra te vat a” Kn ). 

92-2 Ff aa Fm Pe; foot gu Pe; aftat fstl Pe; for gare. 

92-20 Taren Ft; FaqTeaT Fe Pe; Yelavtet Ps; for gee, sH- 
Tied Gé for aa Fg Bt K M Kn M PUR V. 

qvab aguded aaa BL Fm MP1 RV. Ywe«ty for @ Bt 


FmMPuRV. D_ reads v.14 as an Anustubh (drops 
afaq in b; reads we for @ in ec, and yar afy Marga in d). 
q¥-9 HIE aT AT aT BE Fm Kn Ps R; We M V; for ae ar ara. 


qv-3 Tafeaaty for sarfedsie afe Bt Fm M V. 


actatsg: | Ry 
aat | isd, qefregert aE ferent | 


Frat arta sat | 
& saaftl gear, Remon aed | m 3m feast Praag 
aa 
rset | fe ae forerare firaefiere 
2 TAT Maga | TTS, A AG TAM eat | 
agra: | wy fears FT fe agar | pasa fa aR 
fees, sect fret Aer set ga aces AIT | 
R wT! ata, sai— 
Saat | ast feegr Az | 
IST | 
TST THAT ATT Y Rea Bat WeaId, 
TNT Tat RETA Fila at SPA | 


23-9 aga, aefgayat war faa: | 

23-8 gal, faneat csi: | + gaead fadfag ana | 

29-¢ ff aa fran fae | 

29-0 HN faxeq Gate am: | sare sa aRaa, sae 

TT FTAA FRAAMATL HAST | 

QBLR ST SAMA AIT | 

Gee Pea 1 Hy ra (aaeat Ft K ps) Mracisrfa ( firdterfe rt 
K Po) BU Fm K Kn PB MR VY. 

YS Fag dropped in Bt Fm M Ps V. 

9¥~-do dtaqel for feqe Bt Pa RV. STR for aaset Ft Ps. 

9¥-99 a for asta Fm K M Ps. 


q4ya qé° aed gai? BtLFm Kn MRYV. 44b “am: adeqegad® Bt 
Fm Ko MP1 RV, age frre for at: HIETAIG Fm Po 


BR fnarashaz | 


erdshaaadt aaaaraaaA Tae, 
AMAIA TE TS ATTA ASAT HATTA ULI! 
Saal | sor, TH aT SF AE ANAT | 
Gd Tal Tal aay dana | Praeear Aqeh dasate | 
V3 TAT | CA STAT | AA, ATTN TAT AT ae: 
ATI: | FE AT ATT | 
TIS | HATTA | 
ARTA Ss TATA aA BTA | 
arse wakiaeeaigi: gaeq 2S I 
Saaht | cavcia sfasf 1 fhreree | ay 3S 
FERIA | 
183 TIA | Gah, ATM | 
CA STATA | 
faear | als AT | HET Ge THT | 
24.8 gar, ai aTaReT HACE AOA 
249 He Waarsd | 
26-2 «Fag Wad AEs: | 
2G ay ga (BA Kn ) qaeE | 
94-94-23 FOE | Zar Bea, st ara a aud Saale t Saat | waraar | 
freed aa | sft gare cam? Bt Fm Kn M PuR V. 
q4-4 fay ga | Bt Ft M Pu R V. 
1qa BAAMTT Goa: Fe M; eye ges: Bt rm Kn RV, 4¢b 


gaqaeg A A aera, Ps; Hed aa Was eA Bt Fm Kn 
MRV. 96d a-xa@at° Bt Fm Ps, 

16-9 Taal | AAS, aseqafsd het eames; 1 aaeafte aad sta 
aa geomet agieanawdia aaraa feta | areree | Fe 


Bt Fm Kn M Pu B V. 


adtatss: | ay 


qT | adage | 
saat | zor, edie feo enrat | vat & women 
faa attarete | arg a aeret arate | 
frqr: | Fe | ee TT TRAM Tey aT Ga 
TTHT | SAalaactas | 
ea ee eft ay cart ania F Tshaz | 
TAT HAGA WaaTaT TAIT ETAT I Vo I 
fasear | area, tread war | a ae oof 
arg | 
qo-2 THAT | Aaledshe | 
Fraser | Taal Baar was gal qT sae 
eal | at Tar ze 7 fisted aareq 7 waa azar 
q TSRT ANT 
are: | far at gateer | Tag adie 7 
qaie | tae arate sess are sqasfierke 


NN nl Nel gt Nt Nel eat Neal Nl al a Nf el el el tO ed Pe 


QG9 FST, SAT Tat ANT: | aatsea asada alice | 
a ag at gba aaa | 
28-2 ATL | ket THA: GA | 
8 Fae, MET TIT | asa FA fats TAA | 
20-8 FGA SUA Wa gal aaqafiasa: | aaa & 
fired aier Tevsd aM aaa HAA | 
Qo fh a ait Mau | a at area a fea | 
Raaata Hairaaaeae 
Between 9¢-< and 9¢-v:-faqe@ar | UaIw gaaeciia eaea sq 
aete wt Kn. 
qed att ad a qa? Bt Kn Pi; Flared A D Ps. 


que~ GraAT for Beda Ft. Ps. 
qw<c Fr fteasteiia for Alar saat Ft Pa. 
é 


uc Peratastay | 


q TAT AT 
ameszge: at: wet Ranke | 
AACTANATATA STARA FECAT? Ul 2S Ul 
Pasar | wraefts | zor seals, wae alae 
frase a 
96°3 Saat | Faaaai qieeIsy | alg, qT aq 7 frgacle | 
fase | aka | TIT TAI «TH TT Us aw 
STTEEAT | 
q USAT WNT FLERIFAT | 
ATaH: | ese aera Tee wa 
Tis | Sa aTas TeAA | TT | | 
AAA OA AAT AATSy , 
CHATAATAT TA TYCTT | 
FA AA AANA BT, 
MARANA TAT Has ll 22 I 


NARARANL ARE RAesnanonnree ee esses 


9¢-2 sauder | ger safe, wear yet rasta az | 
2¢-3 af, aT ag at far | 

2¢-9 Fata Gal adaaaa aaeat | 

Seng fee FATT aA WaT | 


qu-% q7g for yz Bt Fm M Pi R V. 7 

qcab “ad ai aa Rearhresrg Bt Fm MPuRV. ded aaa gee 
Bt Fm M V. 

qe-w Fuefrala for quedadie Bt Fm M Pi R V. 

Vee Fat aariafers (7a aals Pe) wT) BE Fm M PuRV. 

43a CCRamrediS Bt Fm M PuRV, (ced aeqg and afaqey 


exchange places in An. 


adtass: | Be 
Sarai | wy a feat vet fret afae | 
UIST | Saal eATIS=T | aBy, Recast Stare 
49-2 6 TTT 
qatet Tq Alaa: Baated Wea, 
TMT TT ACA AATATRTT: | 
aTSA AT Tare TIT, 
aataa TT TAA AT ll Ro 
saaht | wacafe Premier aes | 
TST | AT HAT | 
TAHT TU Ta aaraey | 
air aecorat ager fF Praaa: 22 I 
AaH: | a, ara walaeien Aare | aA FE 
= Tae | 
24-2 TAT | aa AST ATT | 


NN LN ne TEE ELA, 


90-2 alfa A faut: aa: fraat aT | 

20-8 SOS Facaitent AERTS | 

22-2 at, Sar: ocaeavlorearsqar: | aaa: ae a 
ATATSAATT | 


93-9 arsmdeal erat eat for eqt wet set BL Fm MP1 RV, 

192-3 Cs, aedraditaderarny (srw Pu) i aa 1 Be 
Fm M Pu R V. 

Rob aatsaget: for qaTg’ BLD Ft MPs RV. Rod Rar a-D Pz) 

do D Fm Pa; “feqrgery Fa Pi; “feaiaeid Be Ft Pu. 

20-9 Seasted for FER Ft Ps. 

29ec faa de Fe Pi. 

24-2 Te for qa BEF M Pi RV. 


Zo famaraattary. \ 


fara: | zat zat Ae t 
aa ofcaratea | 
© AT aah, gaara | 
Saatt | ar faer | 
TTT | 
TARMATACTS Ta, 
Tayar wat aa Parar | 
afe g aa aan qa, 
Tatid TA aa: Hat ATTT Ul 22 
zfa farcarrat: Ga | 
gfe neraanieazaacke saath adiaisg: } 


22-9 Za zat Hadi | 
R29 Al FF | 


Raa AGMA? D Fb Pa ab qauPa? Ps; aaapranier & var 
K Pi; saguanaa A wat f° D Ft Pi. 


ATUSE: | 
Rsrafefasiatiaon afeahten ase agers | 
AATHAAAAAAATA ATITSTT | 2 I 
TET UPAASaT: TARA slater | aa: ware 
desea Fraeea = | 
2 FRATVET | Warde elena featsaeiaa | 
qeAgrasga, 
aacaiey fattest | 
TElAVAATANS, 
ara TATASH ll 2 I 
AeAeat | aa | ale Fae, Horas 
e geo fee age que | a aes F 
2a afta STS TASTE ate | 
FTAVaT | THOT Ale, A suas aTAASY 


faradranaan: ade ager agaria | 
FIAAHAAATR AAAS Ul 2 I 
VETS, AAC Faraz | 
apqmafenaatad, areata edge |) 2 Il 
2:2 ofa Faee, VaAMAIATAST 8 Fao eaaETgerai 
qaafa | an astiafanet sa 8 aagsat weaha | 
2-2 Of, madara award: ase aaa 
qb af ef for afaer Pa. 


2-2 Here for agar Ps. 
2-2 forede for sifttegqie Fo. 


BR fmaraattay | 


Ger Sas sett feradte for Taqaat arrat fa 
: wey vatsehe 
VEAHAT | ale, HT TY AooTTTS HT | Tat Tat | 
fae | al ag reg at wet Tat sale fa 
5 aferarisare aE Tee SIGE | 
Aeaeat | ale, Ba TF | 
Praser | anenz sear feo F cat oda 
Ro mag frafeeargt Wier Reralteeed aATaT 
am feats wer | 
ACAeAl | TTL | TE, AT PNA HM aka weg | 
q4 dat dat | 
Praca | cat afé aqui faaarraaté setearor 


LPL OLR 


Pre — rerereat Fat Tae sina sf asa seniloake | 

249 ae, STA assed Wa | aca | 

2-¢ aa way feaay at sat aad ada sta afore ferrat 
FATATISATISeT A | 

4-20 Of, Heat aT | 

2-22 Saat fae a unis cafaaaaaery farang wétar 
aerate WeaTATed aa faed maT | 

2-29 ofa, a aa aeeag sealy | AAR: | 

228 daar walendidt fenamad: atexqeaad) aa 

2 THT TESTE aztema asi g seqdin vaisafte K Pe. 
gad Bart gu ae fad aieei verde obfacite Ps. 


2-99 wtieaeret for az z Ps. 
2-92 BAI Ps; Hart Pi; for THR. 


ATASE: | BR 


| saaadl ore frerecarften ar aehon Fx firsatez 
1¢ oft age afaar F freradt sera | 
ACI | WT Ta | aed 7a wa | a 
uecqer Tay Teal | aal aT | 
RY Rrsareear | dal aM Te eafeqEa TRaraa- 
Sar West | WAM TATA aa ear 
Re ghtare & Ge | | 
aesrear | aaa | wear oy fae aes oy 
Ty afar sores surfer weg RAT aaa | 
PAC) dat qt | 
Fasear | acl atfa afta weg roy fees eotpaay 


PRIN NII IDI INI II I OD III OI NL NI It I NI NS NS NI I NI NI ND NI 


farraer a aster fat freaiaf zen aftat a 
raraeqaatt | 
223 HG GG A | aca: wa: | aged 
qsqdl | Adceaa: | 
2-22 Adal UGaTIAsaaAal Yeamweqgecat egataat- 
Maat aisagkevts Hanad ost | saat a 
AMA ratdesaad TROT BTA | 
V24 Ga ae Aad am da aM 
Tt GROTA: Ga: | Arta: | 
Ve aa: AIST aferaa aa Haaraagad ya: ‘sa saat 
29% MEM | deat | IEA STA STEN Pz (Pu as in Text ). 
VRQ HIT Bars K Ps; Asalafaor sar? p2; for aa 
Olga Se ATATT. 
VA aa for qt Pr (Pu as in Text); sei Ps; stat Ps; for 


a8 enataahar | 
Sartaal zat Berd aat seals fa aga sates 
ao orfearefe l autsaetas 1 aftr oor fireaert fa saHar- 
carter Malet eget afseate fa aaa 


Saat Atufesar | 


aeahgraiega, 
aeataia farses | 
aaraaesareet, 
THE TATATST Ul 3 A 
TEHear 7 afar ubaeiaar Fat cee athe | 
a raed aie sorely area alseate 
220 fe aa ordi eamaeies | at OR yauREe 
AMIS] FAA BIST AVE | 


Ada GUI | 


aq saat? sa gear setoarafaaeate | wa gah 

ATA HUSTAC Aaa weadia THA | 
MEAG ATS, GUAT fara | 

— aRearqsem, arafa ddiqnenz | 3 

3-80 aT aa srafaaarnaat sai waa | aca 

ASAE Aya: aaa aeadia aaarha | 

ate santa wae: qa Aare | 


ae 


2-39 ame for scqstenzy Ps. 
2-9 Alter v. 3: aesteari afe, atita ala @antaaret | Fraser 1 ATT 
Uses Wa aise Fat A Tatas Bt F2 Kn M Pi Pu R V. 


ATASE: | Re 


RUA CCIMICC UR 
qaqa | 
frataraaanere, 
faate eat arawz 18 I 
efa froma | 
TAH: | 


Taq acme Rafarerqraateattenc | 
frag tepgafhaeensetageary tl & 
gece: safer) smferteenr | 
da: TATHRaeees: alearel UST | 


SR TAT | GAT a Tuer, wa’, fas fas | HF faa- 
AA Wsra | eles | HTL) JORIS 
qo atasta | ats yen eg aL) ora Rafa 

& easrszT | 


feaanitateageast, 
AT FATA | 
Tavahiaerastapety, 
ara ZAZA Ut & I 


Rragaare, AeTeAsIeaT | 
Raftanreaner, Pact dt aati 2 i 
Ted wera: Paaceaarneakenr: | 
frais aengahdmayiarageaae: | 4 Il 
ecaleaqarg:-a:, aa Gaal: | 
asqrqaetatata , Aas SazaT |) & tl 


4.2 Taran for sat aearay rt Pt. < ¢ atalaRaemr’ pu. 
g 


SE fsnardstray | 
rer | THVT | HT | 
TAT AT aatgIS4, aT cafaqraz:, 
GATE TSE, A AT ITAA | 
ATA TNTAN, TA TVTTTAT, 
mana Raq, Brat a vata Il 9 I 
eff area: Tala | feasts fore | 
we sitar Rerareritt, 
fires sz ete | 
TT 1 Nadie AAT, 
TMS AE tl < Ul 
cnet ra ld Tt aS Wa Aq | 
fasq aerate saat, dt a at gal, 
AMAT Ia WI, AN FAAAART Aa: | 
TUT | 
at aa gates aa a wat: gaara, 
a Maat ATA Atala Bsa Pr 18 tt 
feufema Ratsacsiza | es | aa | 
HY, MITTIN SA SeaTTATeT | Ha: 


aa ard guataat, Parac: FHT axe | 
mad aaafed ware, aT TTT Ul SU 


wb aq for aq An Pu. 

¢¢ 4 for % Be M P2 RV; (Kn and Bz have the correct reading 
adopted in Text); arafs for aa Bs Pu. 

¢-9 Tate: is added in Ps R after ae. 

Sc ‘agugelsfe pu. <d aad for aq Ps ( An and Pu as in Text), 

S23 BqTaT for sq Bt Kn M V. 


AMS: | RS 


aaaeqe aa faa, 
raat aaaa: aeraat F | 
ATUMCAITATTNNAT, 
afqaes a faerageacea: I Yo I 
HAA Aa | 
TIT TaT TF Bl IE MTT, 
arora Ragen | 
w ye gett wad sz at hal, 
ay TF wea Tt aetR  22 I 
aaa farae | 
TM AG AAT AA: AAAI Fal FAAS AT 
18 oqada UT HST BTA | al es TORT 
qT Taeaea | Beaters | act gaatses pees 
| qfeat | Wag | Tareanty | 
& HAA TAC | 
tgrrerreaotate, 
dle WEadee | 
ASM GET; TT ARATE, 
SHASTA: RFACABS: | 
ofa Aart ofeat saat ate frat tay, 
Ay AHR TAHT 1 22 It 
aaa: Waa: | 
god “eraaacey: Ft K Pa; “RTE: An Bt D MP3; ‘fA: AD. 
99a att ay sme? M; “att amenett Pa; Sat ae onoraett Fa V. 
99 ¢ waa for wad Pi. 


VRa CARATS Bi. 92b CaegeaTes Bi Kn; Gegerars Bi Fi M V; 
“EAI Bt Pu. 


Kr A 


G22 


133 


fanarashaq | 


qahaayaagarettere[ +e |, 
agorearsasat WaE BITS |! 22 UI 
aa afdeat | raat at arisen, sar sate Fre: 


af aa astra: fea | Bee | gatgerer ef 
afaat | nafata | 


Rqsamaneat start TAT, 
sarqaed Mascotte | 
TSA Tacky tieqat ataIT, 
TNTAANGATATT ATA AAAKaA? | 22 I 
wad | fF aeseara | aaahkaearrs at Par 


SECC 


qaaadt | qieeiea faa: | 
azacteen atest gftei, 

facet aferarzery | 
Rihewme gIgHeT, 


NsTMEts Te slows Le 
aarae feta wits a aes | 


ae ot | alee H ATI ATT! Fe | 
AAT FAMATHT ASAT: | 
RUTTATY UeAs at Baa TIT 24 Ul 
Tae saqsaraaAe[ Ae: J, 
gafsararnnn Tart Regs: tl) 22 Il 
cfianeaistih e:faat, Brarqna: qitaraz: | 
fiery qguiers, mraagfeaat aff: il 22 tt 


qrd TERT Pu; wierete MR V; for gare, 

92°94 fore: for fas: Ps, 

qza Cefaeetifara® Bs M Pz. 93d Utel° Fm Ps; CTAAESaT: M R. 
qx. ada for daa Ps R. 


ATUSE | eS 


al Tala BT Aa qawadl alae | 
qqrat waseadt ate at AMT, 
TERA WA | 
GUAM Teltarqaal AASAAT, 
TAT TWITUSTS HAST ll LS ll 
feoftaa Rarer aT | PET | 
ad ad | Wee Fa ae FAT 
1:2 0 aitsadlad | 
AEMUCECIFAC CARS 
Raraaticatscisaq | 
=ad CAT faanacdarg, 
VMACMNAAT MAITAT | 29 Ul 
WAT | aaeT Aa | Tes er a aT HTT | 
TaN Tasos | deHaskaratia Harrafrar- 
1k WITLI TI | a, BqATaNaladoasearsaraT- 
ayes: | 
qeratd Tey waaataaasace: 
ear Rett srahidta ssa ll Le Ul 
SUH | Waey FSF | 
TAAt BOSH: | 
TATA, 
aftet azarcoeyt | 


aaa, ALA FATT: | 


qva-d An (as in text); ava FART B1. Kn. 


(go 


29°23 


Renardahteay | 
AaaAs ASIST, 
marae fateetaqroraay i 28 i 
at GUHA Ta | 
af 4g sa asa aerrals 4 a, 
eq am wad aE Pet at AE FAT | 
frame fieeafta tatt ganz, 
x Roe wea ates dex az il Ro Il 
ARRAS TET | 
ftaas aaicnost Taster shat TAT | 
qratarat arate Zeta WAG Ul Re Ul 
TARHAASITS | 
mare | geet aftarat afta: | 
yaaa | 
fF FAS SMO | TL, ATTA 
agate aera farara, 
TACALHSTN VATATSA SATA! | 
PAM, WA fafaataa: || 22 II 
aed, alferarararae 4 ag, 
AA FT WAT Ale TB Al AA Arar | 
FRAT WNRAEAA seta Fafa, 
saa Pasa area, aed I AAT Il Ro II 


98-9 AAAUSHAM R; Ja GUSH Ps; Ja GSH Pu; for Ja ques, 
rob guy Bi Pu R; wT Bt; for ay. “aE qs fest" Bt Pi R. Roc Marae? 
BtR; “aRaaemn Pi; Cake qe Kn R. Red sift for 


sruftafa Bt Pe. 


ara faye for fafret Ps; "afsareseand, D Ft K Kn Pa; “aq 


PAM: WR MV. xrbagq for qe D Ft Pe V. 


ATASE: | 9% 


thfinisaieay teat THT, 
aid sara Fe Bras Tat | 22 I 
Wg | WaMad A Gel Pas | feafeaet ext- 
SAAT | HY, STATA AAAT PLAST 
22-3 Teta | faery aftedar aria: | aracat warft 
ATAC UH: | 
PBSaCTHUTTTSTS TAT, 
qrafatrnaaretieat | 
qraratesaatig st, 
FATA AMZ WEeTAyY tl 22 I 
Gana Fatt | 
BS 8S | 
REA TETIaTaltr seh, 
TANI ASE AAT | 
ag v2 Raasy at ag fee, 
aT MaHaS AE WS Vw Il 
Gaes Alaa asranagee aetat fear | 
Wald | 


NNN AN ON NL Nl NP NLA 


Paras, gataardicis: | 
GUase, SPAAT Bal TR: | RZ UI 
Tad AVIS AKA, Tada Eas ward | 
aig aa Hata Al AM TST, aaraet H egy ll 2 I 


a2 ¢ Famyat for Fqeeq an BE Kn M Ps vy. aad § etByq for 
fH aay An Bt Fi Kn Pu v. 


RVR HV for ga D Pr. 
ava “Agena Pu, 


8% fasatistaz | 


at anftat acaqiagarected, 
AATTAR MATT TAT T TAT | 
aaa fraaat aa at adts, 
at aT TATA BATA AT Heat | BW I 
aTena fafaafoat | omert | fare wadt | ay 
aad fers Tell | atte wa | 
HAT, TT ATT, 
AHTATCANTA AFT | 
TTA Tag afeal, 
a fe aracafearerqad tl 28 I 
SE AAAT AT | Aarat Sarai ferat Hisatea ofsear fasta | 
ar aTseaoht Sart TT TTT | TTAT 
RR YE Uleqqgaad | 
we WE Mas aang, 
TNA ITA AAMIRTS | 
TIA ACI WATT TTA, 
HOMAAMUNE UAAFIZAS Il Wo I 
qed wast faa a agaaht a F asa 
TAA AaTdl | ATAATAT | 
9-8 sara uta carsales or 


ay, atarat araTe Brerreorirareata ATI: | 
manag | 


a4b agar Bt Fe Kn M Pu V; AMMaaRR @ Pe 824d Te 
for Fay D; Bgariatr for searyitr Bt M Pu v, 

aca aia aa aa Bt Ft R. 

aud “ata Ps (U as in Text ). 


TIAISF: | 92 
ave qi | 

Rasarefafaseanen, 

AALS SASSI ATA | 
Aes Tal gaTATA, 

qaltaaeaad fasta tI 
afest sfrerarorasit | 

HUY AAT WEA tl Xe Il 

PUT WIA: | saat farfenat featsatsa | 


Marakuffi=stzset, 
TEAMTSATAAA | 
TEAMS ATA, 
HLA UAE AATSeaAr ll 2 I 
GRO | ST PR | AE | 
VqSIAT at TEI AtaaaTAaa | 
Riad Uae AE AAMAAT | Re 
HaAAATaCESTAAG A :, 
MASA AS HPOAat: | 
Seg age, 
TAATRagatGangy: II 
seh TAAMTA:, 
ala BAA WAT: | RS II 
Branigan, Teanredita: | 
ATTACH AT:, HA Wal TAH: Il 22 I 


ree aftet ae is added at the end in Bt Fe Kn M Pu R V. 
ef qitaaqz for waz Bt Kn M Fe PUR V. 
3ebe “Aaqai- Usa P: ( U ag in Text ). 
Jo 


LR BP OOO 


ise fanaraattaq | 


Wg | Wad AAT: TET aATalseT- 
aetaed Tas: Hara AAaTA | 
R0-3 qaranANTTa Saat Fara | 
Sel TOSTATT | 
Tala ae: ahaaacahes aaa ea, 
TAIT TT TENT TT | 
ut Wagar Tat shraraza, 
araiq aat Tear wera |W Be 
femaalaa | Sy, ARASH Tal Ah TaTal- 
HATA AA 7 VATS | 
293 syfer | aad | 
Ut dat FH WE, (ae 2) 
afd afaceaeare | 
aft €a Tat TT ATH, 
ata Waa Tala fier 7 | 
TEAST oS J TAM, 
ARS AC Td TIT TetaT 1 32 I 
gaaadl | 
TEAYAL AE SHAE | (a2 b) 
FARANTTMAS TART | 
SA WAV F Heat WaTAeaa TAT | 
fraantaa 24 aafrasay i 33 1 
29a aq for & Ps. 3qd fsa D; agaar Pi; for gen; 
"sorfafhata Bt Pu. 
3b zeqy for ead Bt Pu R. 


23b Farce Eat ah: Ft; ae: for spat: AnD Ps. 236 Aaaae An, 
23d aq for ef An Ps. 


TITAASE: | 9k 
gage | 
HE UE itaT TTT BAG, 
at as fezh seuratrea 1 28 I 
gaarad | da saesene asa | Safenat frac | fees | 
ay ees Tah wenger: | ae TAHA 
— faqitaa qaenacies 7 | 
wa, hareaanarakesta | aac Tarte | 
& Haat Hleferar | 
HEAT, 
wBael | 
TAA AAATIGAT | 
aatt | 
STAM EMEA, 
ROT ANZ TEA Ut 3% It 


t €q fh Ne, 
THAART HAT SAA | 
Hal aa fares aaa, 
Gl Aq SBI TATHUSaAT Il 22 Il 
mae, Heaasacgsa 
aatreratta:, aaa wae ms | 34 I 


2v-¢ Feaadt Ft Kn M V. 


8% naraahay | 
feard wad | 
TCATTATNTT, 
TAT WO z UE | 
TE At Hedi, 
atarat oT fats az Ul 3E I 
TARHAIGS Starat frat | 
THAATL TAHT TaTeAUAETAT | 
aa cat gata cat aatcradat I 39 I 
wh heme la ag feds) 
AAUAHHG TA ATASlIarAat | 
aq aa: afaaivagasat AT wal A a ll 3 
HAD TUL a: | ATT | MSS TATA! SG 
fren | cath Taras TT y | GA 
aca afedtan aarzafanat, 
ag aeadi at aear ATT agegA: | 
sft 3 aadt Saree Tatrerietteat, 
via a faye ala: HIST Tarra? U1 2S It 


moat |, aH! aT as FH | 
aq aie steed, WaT A TST AAT Ul 3e Ul 


34a TMesMIsETITT Be Fi Kn MRV. 2¢b ye for ars Band 
Pandit (against all their mss.). 3¢¢ All Mss. and editions 
read 4g arax. but we should read wg ac for metre and sense. 

3¢d fear fter for fef= a pu. 

3va fagat for darat Ps ( U as in Text) R. 

3¢¢C SY Ha: for Sy Faq: An. 

3¢-4-2 Slava to Faq: is omitted in Py. 

acd g for q ri K M Pi; eects for 4sq x° Ft Ps (U as in text). 


ATASE: | SIS 


Sqfaza 
aq aca WITT WATT: | AACA 


RVR HATE | verde fear | wag | at aaeeaThe | 


BOR 


facie oitarraclet | 
ay | 
ae ents ai Taararaftazaay | 
WAT AT Ta: Aaa |) Vo Ul 


Serene euaeiTaT SHI 
| 


Fara aaseqacan: | 
CHRAA ET, 
YSATIFAT | 
at CARAT, 
RSE MATA | Ve I 
ARAHT SUAS FET | 
agar afecea: aa aan wate, 
aaaarat aa zet Hat F | 
ale qraanreaerqaregated, 
aa cavatasag goede: feaferz i) 82 1 
fui wRaraasiar = | 
aq figeneaee: aoe arriafaste | 
TERK aa, TERT | 
ae saya, AlSTa Alaa |] 92 II 


23-9 aE Aww cara: for wna to waa: Pe, 

28-2 Tarde to Testy is dropped in B group of Mss. 

vob ofa for aftta ps ( U as in text ). 

v9e At dropped in Bi Pe, wad apace for saga Bt Fi Ps B. 

4°9 Stqy for Bqasq Pi R. | 
wb aay for Heat Bt Fe KN MRV. wre sare: for aye: Bt Fg Kn R. 


Se fmaraattrg | 
RR RAT Hae IST | TASTE 


Rieter | 
arcafiiare( z ), 
daha | 
mal | 
BITTOy ie-, 
SAATAA | 3 I 
HAISAL ATF | 
ATT FT AACTTTAUT ATS: | 
ATAPIRATEATTA Maa | 
atrerg waar asa tee I 
QITAHAASTT | 
AY, HAUERH: FTE: | ATT | aeflqaer Tea Take | 
22-3 Haat Tat | 
ae a2 gota arale meas, 
MOAR MATS | 


ARE, Aaya: | 
ala WS, FATA: Il 22 Ul 
we at Pores Wer, 
SfSarEnn Aeaaeat | 
v3ed “nyga( “a PR )aesre( “Sst V) BL Fe M Pu (Pk as in 
text ) RV. 
2-R Wag aA aa aay for swat a” Ps. 
web “BaRuget Ps (U asintext), wee afyeg’ R; afafeeg Pu. 
ved weqaq for aA Pu. 
wR Halas: for Hares: Pr. 
wua syseae for arafs Bt Fe Kn M Pu R V, wb fafaeqert 
UTIs] Be Kn. 


LPAI LOIN NI NPN. 


TIME? | 5% 


—,, a 
Regt Mer og dye st 1 84 I 
qaed Wd sya | 
Hees FadaeRat MAGI ZeraTTTS HA | 
facaizat frat F says Taravat | Vs It 
VETTE | HS | ett Ha ofseqatheren ans y- 
at aarareaashear | areas aaa & cal siti: 
ame: Weredhyararats ania ward, 
AYPSATYID ATA et ATA | 
aay aaah Praca za Tes aT, 
at Ae at Peres a g Saat ary: 1 Volt 
Gaara WaT | 
facitnar vitearaeiza a | 
TE CMEC CCU MECHCC TCE CMECHMCUICARICUIC™ 
Pa att Wa Baars | 
| Cra FT | 
g aT | Aad | FaoHRTaerHae | HTL 
TASH WSTAT: Tra | Tals 
Rrerararraer at Frater | 


Q Aqeat GPGSAT | 


alata arate, 
E21 fal Bal GAS ard ll e& Il 
vveb “art Gat qa (TA Pu) BE Fe KN MPiPuV, yowd Tal ARS 
dt fara fax Pa, 


~o frenaraahag | 


ARATE AZI, TTA AAT | 
qhats tse Sion, Memes AE ll ¥e Il 
MY TAKACATT YATRA, 
sate wa we daar | 
FTHARIRACAR A, 
galtara faraadt TT 1 89 Ul 
HTL ToT | ae, Hata TN | Wag | 
GAT Tea Fay | 
3-3 Tara Tay | 
Heoawatrqattsas, 
Tega waa | 
Paragerfieraniae, 
srarate we Mera afeee tt Yo I 
FURHNTTATAS TAT | 
TIARAS AATEASTAS: | 
qfarfa Saret Hat froenrateaa: Ae: | 2? 
CHEAAGMS MAS MAL, 
— -agtragnecParasrax | 
fPracayudlavaler, 
aaa aa fade wale lo II 
Sea “Dzftrey qn Fe M V; “stearate Pi ‘alaaygy Pu. web gftacgs Ft M P1 
R V; Titdag Pu ( M and De as in text); for qwqas, 
‘QFaeyT Pu; Fle Pu R; “ayes Pi. 
vXa “AeA Pa. wee zy for z¢ Bt Ft Kn MR V, 
%-9 frat for fara Ps. 
oa feqe for freqe BR. ob “Egufee’ Bt F2 R (MV and Kn 
as in text ). 


AGMUSE: | <2 
TATA AT TST waTRaeee | 
Tal Ty qaredshagq Far factear caqat 2 I 


axa afazet aoe | smc aes | 


aT | APR Wars | AAG | wararnarhy | 
“9-3 featsrsaa | aeea | 


RT | AAA Hara AaeT 
sfa afsa: ala | serosa afar | 


g wee | arash | aracen fittareit. acqaraar- 
ae | 
facta oases a | 
Q TH TATHSU Alaltal TAA AIT Masa | 
ST | | 
Tea arate, 
Rated ta vaca deraaay | 
qos aia cateaahrraras TE, 
Tea FTAACAT AT TTA 42 tk 
Wag | TaeATA AACA | 
HAA HleeoAr | 


«qe qaleat for qaedsfq An D Pe. 

MPO HAWAII Ps, HacHaltad Pe; for Heacieaciaady, 

44-8 Tad a aa: for qar tied’ Py ( U asin Text ). 

“2c FMAS D Fm Pa; Galas D Pe R; AT al P2 M V; for gare. 
Tedt for ara K ps. “aataa’ K. 4rd adteagay for ada 
An; “Saaaeara ae Ft Pe. 


42-4 arhrea for sarzaia D Pe. 
19 


eR fanarashaz | 


qa aaa defte oe, 
aearnenttaaT ye | 
qratidiaqgaane, 
aesataanita coe 42 II 
at Hlefenrae za | 
Fae ATA EARS MAMTA, 
Fea Ta aafea saison | 
cahenagHraaTAracgy, 
HCAAUIITRATSRATHAMTT | 
qorafageasasealaonang | 
Mag Taea SIs TAATATs U4 II 


RNAI ore ees NON OO 


ade fraad eatin ate, 
agtrnnentetah Ta | 
aaa SAT, 
HSReIASIKaA TAT Il 42 UI 
gaia ATTA STH BCRAATER:, 
aga gata aaa sofas: | 
SAMACHAR FAAG HATA, 
ACAARUDCHMRASHAACTT: II 
Jomfsaltiedecedas:, 
AIIM TA Kat Vy TATA: | 4 Ul 


43a feet FeKn Pe Pischel. 42b gfearnen” Bt F2 Kn M Pi Pischel. 
43d afeseqtsy Bi; ta dropped in Bt Kn M Pe R V. 

42-9 Hefeared for aftiearat Pu. 

usb Het Fi MV; ae al Pu; for Ae, “ve darudadaaaen Bt 
Fe Kn MPIRV. \vd “aaugeae Bt F2 Kn M Pi RV (Pk as 


TAAMST: | cz 
4B-9 PTURHATGA Tryeat Frat | 


cata fragta: Praarfear, 
ATTASRIGTAATA: | 
PATI] UA TT, 
aaa arial casts aa U4 UI 
HAA | TUTE | TAT ATTA aaa | TTA 
BE ORCC CULMCEC CICK ICU IE COMECICCCEICIIUL 
wR Saif wafra lavage | adalat aeartt ary aaa: 
ar gare faafear 


URRFAAAA TI 
a SCR CMECIE CRC RICEICICU IZ Dil 
ataqgagreahadeara atat qcacathe- 
— ahraaagrralat | 
aacalaia marattuiwaraada fait as 
Praftaaaatat Wl &E tt 
Meda: | Aerat fear | 


in Text ); wwf “eat Bt; “Savor orey° Bt; “SAAoy og? PR; SAT 
Ta, a? Kn ( M V as in Text ). 

so Seqtaa sails Ha Ft Pe; safes T_T Fm. 

ua-d An (as in Text); 4a aq for af Kn. sabe "rat Carfetr? 
“aafa® “ay Be F2 Kn M V, (loc. for gen. ). 

wE.2 fag for sftage Fi Pe. 

4.4 V.e1 with the introductory sentence is put here after the 
stage direction in Ft P; (U has it as in Text). 

Kea "FETT Pu; “area Fi Rv; “eae” 
Bt F1 M. 4<b “a% Gat Bi; “ata Gam Be M Pu RV; (Bp as 
in Text ). , 7 


<2 fasnataattar | 


PUA SANSA CAT BAATSTAT | 
TAMAS BATT FT ATHAT Ul Ww UI 
fasta | 
ATACAHAATA AGAT KAT AAT | 
Aaqeanay Ant sat Prag | 4 I 
efa alae aad | 
aaa senated foarte Pesttea 
| TMA TATE | 
Tyas Aaah add fs we az fav- 
APeAt TANS AE 4S Il 
| Syaaals TET | 
Sel ATTA 
ay esaraa aa frat aa, 
HITT FT AISA WY | 


Sead aarteM Tat 
fara TPRACT SATA: | 

TAIMOAMA WA AAT TB AA 
TH AWAGRR FIA APL Il 4S Il 


“wa Sa for fst Py (Uas in Text). vc qaqa’ Bt Pu R; 
TATA MV; Aaa F Pa. | 
uc This stanza is dropped by R. D Ft Px( U asin Text ) read it 


as an Arya by adding aft ear at the end of b and reading 
Taare ayaa (wait D Pi) Matera for ed. 
ca “Toe” Bt Pe Rv (Mas in Text); “dams BiPs. 4b Regt 
3g° Pu; “feat az° Bt; saree Pu; sacle Mm Pischel v; Bae P3; 
for Sate; Ag for az Fa M v. 


aqarss: | cy 


gyardal aeatt FI F, 
TAT TT VE ad stew ti eo I 
Ras | a Ta AT Hehe fra: | 
aaa BIT | orate fafafrwda: | arqerqaa- 
RoR RATATAT 
TRarIAT | 
St TAYTSAT TA ATT | 
TERA: AST Haat TATA TAT | 
HAAATATHATATAA Ht Rraracony tl 2 UI 
SEND ICC Mam 
aq fi ¢ ag Remand farccaiaresra | 
THATS AA eheaTmentrrey:, 
Gio Bees gaa | 
TT THMAATTHATTT TATA, 
TESS TU saaaa srsaawe: lS I 
Wag | Mes aad | 
sf went areata | 


god git dled Bi Pe; Patera for aff ateqd po. 

gab wee for wAqy Pr (U asin Text). This stanza with the 
introductory sentence is put after 44-4 (stage direction ) 
in Ft Pz (U as in Text ); see on &4.4 above. 

&9.2% Teect=den dropped in Pg; Ps have it. 

&%a Era Pr (U asin Text). ¢xb ga z¢ for gafeey K Kn. 
qre seq for qaH Drm. ¢ad aad for weg Ps. 


<e& fanartstaq | 


quit great, 
Tetsasmypeaysyy | 
TAI Tan sheet, 
Was FAA 1 F3 lt 
feqitaaces wear | aera | 


Tra, 
TEM! Rrerererereriatt: | 
aa frat daa Feat F, 
AAAS HA UN FB Il 
saad | 
TTT | TA, TIA Tears | 
aaaattat aitiite Aegaracreeraacay | 
mraeta aera: areraT Pasta Ul SI 
TWAT | HT TAT BT UG AATAaMTe | extsa- 
a | a, weed at arenrat afar 
MR WAL, AHTESHTET TAT: | 
HMTAIETS 
gal aa 
roafiarerecal, AHA: | 
Taqfater gfe, wale aac: | &2 I 


qa Agee for aes Bt Fe MPa R V. &3c “gfesy Pu, ¢3d aaa 
for wag Bt Ft Kn M Pe R V; feerfasy for eareey Ft M Vv. 

qvd fettasye D Pa; PaaeTal Ps; aay Ft MR Vz 

qha amy af alt: Ft Pe. «4d area for ary Py. 

E42 Tera: D Fs Pa; ARTE BE Fs M RV; Brae Py 
for wirare. 


ATASS: | cy 


vat frame faarerat, 
aaah tafe aaa F | 
Ta: BAA WTeqATAA?, 
raat Tataegdtau ul && 
Ghar = | 
fi tay aaaearaly sata wera Aa tra 
a2 HA | AMT Vd AA Aal Tad | ga fe 
taht Fares arash, 
TATA: ARSE AAT ANAT | 
Readattataa wae aceftar wer, 
PS MATT Teaad AAyaATIgT AT | Fo I 
mace Barateat sara wteargsortt arte | 
am, Geafry fram wary, 
az fafeste gftt afe waft | 
at TUAY Brey frat, 
TTS Ae Te Heit Ge 


— feat gre a 
‘aha fara, 
"<i watt TA FAFA ll &< I 


&&a Gare aigiden® D; faeq for faa Pr (U as in Text). 

qe We for a An; Catal AyHat wes: AnD. ¢ud are sete 
a Fi V; Fal That Al Bt Fi M Pu; for waraarta a. 

99 Baga: agar: a Px (v as in Text). 

qca tere ff Kn Pischel; t¢q faut Bt Fe MV; for eeey; waa 
M Pi V; War Kn Pu R; wre Bt; for waft. ¢cb gy for gf 
FEM Vv. §cc Witla % Bt F2 MV. Is it (Sey? ( cater)? 


<e smaraattay | 


afa wath samissia | daadaen- 
waa TS Saat | 
86-8 TAT | Matas: eat area | a, SaahTeTatea 
frta & ade | at qatar faeara: | Hart 
aaaa aq waa Brat ata, 
aid ay TadaSeTIT | 
adi fifaz azar fara, 
BUR aA TTAATAAT 1 SS Ul 
aout Bat | 
SUC MOC CICE 
42-3 gfa afesa: gata | 
Saat | qreqae aqeaag Aare | 
TST | Gai Bee | HA, ser Sif | 
cafe aS war aaa asa | 
EAT AIAN AaagtT TATA Ue Ul 
Saat | aRag AKAs Aa | FT AT AT AAT 
HAGA Waal ARTA | 
G29 Arad Gara AEs: | 
90-8 ATG AGG AER | aeMaT alyaat nagaenadt 
oTital AST: | 
ead fanaa: for fara: an. 
voa Giggimga An D Pe R; wafearga Ps afea for fis D Po. 


Ft Px add the following two speeches immediately after 
Vv. wo: saat | qedacneng au caretheaqdal FA Aas | Ts 
PATRIA FSF TTATAAAA | 

90-4 HeReG | SH aa Tetag for aftag aftag rt Pv. 

wo-R aTagl Bi Pu; efea} Bh; for aaa. 


ATASs: | ce 


SOR UAT | AME TACIT | TENT HA A AMATI 
TH | aq HIT Haeaed Are Far freteat ferarka | 
TAAL TA | 
AN WEA Ea TTA, 
MS WA TIT Aa FATT | 
GSAS BUY TO WA, 
Bl OF € SA AE Tafa Ul 02 I 
Saat | weg | slamergagreifheada aerastt | 
Trt | Ba, seals 7 Seq 
81-2 Sa | GMS Aa | TW Aaa qaravty aad 
Siete Ter at wage Ta Tae 
asaaat | rar ot fret 
q TAT | Alea | 
Saat | she gas aa ea oTeae at sare 
afore wfreate | Tareas aft afer see 


TAL: WTA Se TAR:, 
aferst: Tala: BRAT HFA: | 
qT ASO AAT, 
Al A US Yl AA Seat ll 2 II 
98-8 Ca | HaAUTalaaTaal ABI: | 
98-3 YMG ASRIT: | FU Wa AaMAag aad Haread Tele, 
STARS AM Nessa: | Hat a fafa: | 
oiso oT fhe et mi aearnfteafa a sana gua afa- 
safe | ToaoRTa as aft ase cara at Shere | 
wqab “ea HiT Pi R. 
99-4 feat ot Ua fal for tar of Rt Ps. 
qR 


Ro Renaraahay | 


2 on areas fl dal ae Tearraaelesen frgake- 
Sa TATRA SAT TET | TAT 
Ta FT AMINA ATReaTaT Tos TEST | 
a tre a, aaa | 
ciaacaqalt at waa at aaa TATATTT | 
al aerate Ha aeaTPaaT Ml 92 I 
TATA | 
ORR zfa aftr carte | 
Saat | al | afie aet aft | qel wey TERT 
mtetiqtd crt water fe daa | 
& THAT | sare afi trae | 
wa Arstafad cain wiser | 
Praygset ye FT ToaTHRATT II 92 tl 
Saat | feiag, wadt Fa Hel wat TET 
| Rrrert | sare srageata seca | at af, THE | 


PE&-A PAA SOs ee ees 


adisé Teamqaagera fepataata Mieraghkewis 
FART TAS | TAMARA aA AAlraadsaraeTd 
Ghd A aq | 

ere RM qradaist afr: | aa wr Aeareeasa 
Tae Fra | 

93-2 fide, Heras ale ora: afastarferaat: | aarhae- 
qeata waaa: | atte, waa | 

vred aa fa (a@qIs D) Bea: BT aahT facaarmy D Ps ( U too 

as in Text ). 


93-9 ge formazea for ae fee Ft Pt. 


TIAMSF: | 
©8-2 UAT | Ale Aad | 
SQRIgA: | 
Saatt | ry Hy so qenrent ad eats | 
UIST | 
aRroraareed: Galil, 
COE CAIN CEICEEUIRGLE 
ahaa Gana Parca, 
aq at ata Taft Tater tl 2 I 
TAC | 
qrasraeettteatet, 
GSATATSATA | 
TIT TAT, 
faatz TATA Ut 9% I 
fq queen faearal | 


sit nernaiearaackyed Aaaaaha agaiss: | 


92-9 ST HT GANS ORS | 
Wede aT, 
Gonna: | 
SSMITAAATAl, 
ala Sazar || o& Il 
ova “fasta D. 
wab “aie Kn Pi R; “sieyait Kn Pi R. 


Re 


TaqlsE: 
aa: waft est fgven: | 


fran: | at a a, Riser Pree wee seria 
ork memng Hehty frafter sfeftrgat frerqereat | 
TT AAAI Fess TOTS TH Aes | 
rears aherer & oT fH fe Arerefter | ost fafefaear 
: fe aad aaa aaa edie ae fraeeaet 
are saariter wet | at sa aaaaal seat 
TAMA AYSMAS sTAVTS ehe 
° gfe Titarate | 


wr | set Tal | Tal Gagdese Tedaftert 


PPO SPRL LSI SL VLDL OANA LOL WFO 


of a dah, fen fw neater TEAATTAGAS 
maa fea ofatiaa: faa: | geri Mantegna 
TaMeanqaad Us Hof | adam asifrara a 
fatty ataeier | ore fafafaars ef aebiqagaat: GTA 
eat: ae Haft: aivagvantteent Tae: | cag aaya- 
SSOP PUIG CECE ICON MCHC Mm 

oo aT faa, al al ct qeelaest qesrafia fier 


0.3 eqaoug for Fede Ft Ps. 

os aftr aaRasTee wae sd’ Ps; GetasTaEe ete 
WIS! Ft. 

o-4 att, Gast gist Bt Fm Kn. M P1 V; dot for aleqfist Pe. 

o-& “adit az Bt Ps R. 


o-fo Uat (+ Ast Bl Fe Kn MV) qfedeftert fu’ Bt Fe Kn 
MP2RY. 


TyAISE: | eR 


Rata oferamont ssaeradte afer auf 
2 tfraathor fre fect | 
Frees: | aot ce | Tas | Te TEAST FE al TTT 
STATA TTT FST | pal FE aM TT 
%  TATMT Haat Beat at Traahtaett Srhr tt 
sfa farsnra: | 
TAT: | 
1¢ aa: oRafe as gaa agtherat cits | 
UST | TH, TT | 
AAA TIAA HA erase: | 
JA TAT MT MAT Te HAT ll 2 I 
Parte | Tat geaeoreagen after scsrsiar fer 
aera Taras | 


V2 TAT | ae | 
TA TAaeaaerass, 
faacatit qosoalterac: | 
 PeAMiseaBereren ates aftrahreeat aon: | 


0-23 qeead | agua: ag a az aad aa 
FST: | At: SaMTAATET Ta TAATATTATg (era: 
ae aaah wake 

8 wT ag qualéanemeM aftrararratarnat werate | 


o-99 ‘saree atfecerrare getizel auft Bt Kn M Pi RY. 

094 “Sige sa eq Tere 1 STA OT Sq 1 aa: ofeeriet aaah 
Tat TAT | UST | SMA Po. 

9-9 aMlwedt for sucaidl Ps Fm. 

2b “saat: Ft; “quscaresfty: ps; ‘aftzasfteeac: Be F2 Kn M 


a2 enaraatay | 
ToraaHds MET, 
aMsaed Tata tl 2 
fF Fae ATT | 
Ee CRI CRVOR CUM CORI ICUICL ET 
VR WAT | TIM AIT | TTITATTT | 
qhtara: | t aat arate | 
fa frentea: | 
& UAT a cea fram: | 
rag: | zal chraeay feat vattreqrat | 
UIST | Was sasler | ee FATA | 
raTsadaar BA strat aA: | 
maT speedy tt zt 
aaa | weer ae | AST, UE ZMTATTaleS AMAT 1 
ust | fffart sag | aad: eT | 
RR aa f& | 
arate ateriaat start rato ata: | 
THAT stay: TIIATSTITs Iv Ul 
meine Fees | AT SA, ATAU S THM ATTACH 


2-2 Fh, ASAT TAT | geet arate: | 

2-2 agal Haaale | 

209 gal Cena alea: Hla: | 

2-2 uch, Tagenaafed AAA | 

Re sTaMa eres Gormiteri for asa” Pe. 

3b fama rm Ps; qatfa Ft; for aca. 2d “adea: Fe Ps. 
vd Gym: BEM RV; ddia: Ps; for dw; 

9 Serai arate: Pe. 


qqyAISS: | Qe 


aa fraraaaert fact Farcea ht | 
ea HBA | Acryl Fa | 
sta fara: | 
agen: | satag wt ag | ae val emralest 
& Waal aramray arente \ | 
Trstt | esr aelafaea | 
Taaa a A ahey aon raed fadaariay | 
Hara dake aa araita ATA: I & | 
dd: waa Gar afore AyAl | 
HAR | TI TIT ea: | 
aaa bata: a TaN, 


TTT AOA TAT | 
TATA aaa aa 
aaleta: Tea: sat i 
aa fea maa | 
maar | fs: sanfeat aft: eet aor 


aa Tat | fold, aagatt Hear Yea TA | 
ge sya waa | HA nal wagrfienl wae: 
TRATFAA | 

¥-2 faemrqa: for feng: Bt Fe M Pi R V. 

v4 faeadteig for vaitag Bt Kn M Pik V. #e a for ae Fi Kn M Pi. 

v-& Tis added after arauret by Ft M Pz. 

4a OR gfe Be Kn M. 4b wala Fe Kn MR V; Saat (ct: ) BE Ps} 
egerdia Ft Pi; for fae. 4c Fa for Fa Fm Ps. Portion from 
‘ to 79 18 missing in Kn. Between & and \.-9, Py add faqqa: | 


W Gita fig feat wWarat; U as in Text. 
qb aeaq for Gen D Ft K Ps. &c sraqeafacay’ D Fs Pe; arava 


Be Fa R V. 


QE | fasnarshaz | 
Pacreft | wer oat 
sta aftr wear fereneart | 
& TAT aa, AT ald Aa HET INT Bla | 
BAR | TAA saa ta eT A arta eee 
TAT | AT TTT AA | 
© aga aU aa | Us aTeRagaArs aeat WTA | 
BIN | AAAI BUT | 
sia frend: | 
 froH: | fH wa renee 
TST | AY Ta Ta TTATT eT | aT TaAS 
SATA saAITAT: | 
FACATN ToT: eaSTaTAIAT Ut 9 I 
ETH: | aakatey | Rise Farr TEE aa | 
WaT | aa, HAI | aay Afiraehaatse- 
8 Fl a aT aa wea saa | aa w 
Tale: | PAF 
G2 agate | 
G22 fe warq rarala | 
9-2 fem qardta Tee ware | 
G9 AUCARAAT Pa; qe D Ft pa; qutaTTaer Pu; for qut- 
aTaaeeT. 
G6 USM | Cees At aaeTaTsy Bt Fs M Pu R V. 


€°%-99 dropped in Bt M Pu R V. | 

%.93 Before arqafa:—faua: | aafeet fie Bt re M PuR V. 

vb “TaqeTa: Bt F2 M Pi RV. wd Meat for seg: Bt Fe M Pu R V. 

93 THT Ps Taaaeraqweie Bt Fi M Pu R v; for 
CIC Ta wmleaa: | 


UAASE: | Ayo 


MAST CASTS SAT | 
ait fant ager FaSATAAT TAM: Il < Il 
Agee: | a wd ad aod Reg ag | 
TTT AT Aas | 
eg ara | reg TARE TAT TATE | Gra Pe 
OT TAM: | 
arTTH: 1 ar af at cer aReRReae A 
& wat Hd Ateraa | Preaas | 
ATTH: | Al CINEeAS THT | 
wa | she | Tag Tag Ba | Fa, AAPA 
S  Ba zeta area dren | 4 aVlPoR | 
wrat | SAT alata AIA | 
HAN | Aart Ta: | 
92 gfe ERT VTE FAL ATT A Ge THE: | 
RIT | TA Tet AAT | 
aa Utara | 


C8 Al War aa arated erg daa | wages aai 
afar | 

¢4 Al tal at as oheltadiic | 

éw at taaneenia aaa | 


<a adioqaaa Bt Fm MPi Vv. ce @fafqee ae Bt Fe M PUR V; 
aif fea? D Pe, ed ssyqaeaantaaen: Bt Fe M R V. 


¢-2 aaahtedg for at aes Bt M Pi Vv. 
¢.4 Ot Feet Gadeafefa 1 D; FR ser 1 Taree TRERe Ps. 
<¢-4-& dropped in K Pz. 


¢-93-9~ dropped in Bt M P1 R V. 
13 


Re fanareafar | 


s eH: | ReteT ot g Ca ahaa Tea TPT 
fraoratdl ors Treat! TeTal WE TTT | 
WAT | SMeTT | It BT | 
aeqTaa faaieat aa eter, 
TMacrafey TA AAA: TASS | 
dsmaaryhreaasaaraz, | 
scot Aaaea TeSTAK: US It 
want | wala, ct waar | 
anger frat | 
TR THAT | ATA, ararez | 
ara | aera, atrdatremsdatt ae | ener | 
Fel oral fr oorey grea Uefa ase 
& AAT ATT | waHTL | STE, TT ETS 
paeaaate ela | 
TAT | AAA AT | 
2 HAT | eA | 
ate arehré ger fat aart aatserer | 
TAHUMAAA TEI AAT BEA AE: ll Lo 
Cla ag way aagad se anneal assed ane 
Sys: | TAMA aqqnela | 
C2 HEM, aeaateartar wa | ol, waremsit 
farsa Tatgyae: dag: | Sa TT A TST | 
gb aracqaaeei? D; aaa saré for aaa: sag: Dm K. 4c Slat 
for 4yaft: Bt ra Mv. 9d = dhyqeey for Jaqeg Fi M. 


G9 aye for aay Bt Fe MR V. 
qoc Sax Test BE F2aM RV. God dieaft sifa: for Ae: Ae: Pa. 


UAISS: | Qe 


Tat | ata, RaraTaTTT | 
errredt | Gg TET | TA Lea TG STRAT TA 
10-8 geaefia fH fF fry sata wa ee Te 
fT SPEAR TATA ET Te HeTTAT TAT 
wad wares | asa eyes ot foftay t 
& WAT TUM: Ag Ara: | . 
arret | ort qnahices efrgmete ae ae eto 
AAMAS AALS | 
@ wm: | at fer 
is uieatiat fee firey wearer fircterary 
CE SCLIC a 


UESHT | TTS: | . 
erred | Fal SISTA AMT TANT TE aATERET 
free eerore fa | at smarty weafa Was | 
Qo-R WG AER: | wT Aagogaiana wala Pra 
Pabrrated FH eet arefga: | aa aaa STAT 
ent aca wan =zadastsnaear | adtaet 
gaae a facia: | : | 
Qons Ha Gyaitadghganth: ae TaaMasahesaate | 
20-2 HAA | 
20-20 qdlaas: fre Wa: qaqkrat fda sefiact 
AOL | | 
20-29 ad Bessa NAG wade aarfeer faa 
eeraamia | aesargqaatt wear | 
qo apfetauttat for ay favftet pa. 


Yoo frnataahar | 


UAT | at Se MATTE Wadi | 
amet deatedia aaa sofa | 


1 TAT | SAA, MAAS | 
BAR | TATA Fa: | 
fa frend: | 
29 TAT | HAAaaT | Was sea | 
aang eat: Ate fe Fat APTA | 
TSI Waa AA THeaAAT ll 22 Ul 
arvedl | ara, mete frat | 
FA UMAGA TEAC BS | 
ATTY | Ga qe Tes AAT | TH, ETAT Fg; 
Bara areas Tq 
fara: | f% fa afheaie 1 aeanaranhkRre cq 
Maas 


SAT: | aaa | aa, TE 


& 


fran: | ay waar | 
. qa: sfaraaelt aaa = | 
HAA | Sal Tat Wad 


22-2 Sd, aaraa Fac | 

884 faite aigeat | oramaragithra ca aang: | 

22-¢ ait Aa | 

99b gaaaa for 9a BF: M PeRV. 99¢ arelze for Welqo Py R. 
19-23-32 SAN TAgrates | usr 1 asset 1 aca’ Bt Fe MR V. 


99.& @ Gera for areritet D Ps. 
99-90 edt for wadt Fm Ps. 


TASS: | 20% 


Saal | gaasates | AO FE Tat aaa Tale 
a | A Aaa aaiafaest free | arcedt eer 


FA | aqalasal A TAM MH | Adal Fa Gaal | 
qitanrata | 


q4 WAT | Saati TET | TAT I 
SY A Saat AAT TACISHAACATT | 
META AASSeA WATT | 22 I 
arta | Se, TE | TEATS ATar | 
Fa: Saat wy Se | 
1-9 SAA | WT, Tere Achy | 
ara | TS, AGN TEA Ale 
HAT | ara, aa | 
8 Saal | gareatage gies | aes, flat orasiar 
alle | usage | Fe AT ASNrett | 
THAT | AMT qaqa | a Maar | staat saris | 


22-22 al a GayT Galea: Talis Gs AERA Gaal 
Rraveftasfa | eat, qeadiafrat 4 gan ag: | Aer 
ag aad: | 

R28 ATA, We WARS ATA | 

22-2 ara, Tigarad aAeth | 

22-9 Fa, AGITHAT Ha | 

22-8 Fea, Haass Aa | TAG Tag AEN: | 

99-99 anemiciataat for qarmrecit qrais Bt Kn M Pi RB V. 

99-92 algal for qzat Bt Fe Kn M Pi R V. 

qaed @exae® Bi Pi Rl; Agqaa® D Pa RL Magayg for qatyny Bt Ps. 


YoR Rnaraafary | 
% saa sofaaa | at anfragafaara | 
arte | cal aeahist ae are HAE TIA | aT 
Ueed & yo ante firrieal eaftrraat | a 
2 ahae sraret sear | saesale F perraAT | 
saat | art fares trae fireafeaha | oy oo ale 
TATA TES | A ST AST TNT 


i TAT aa, Waa “aay at Aleraaz | 
arredt | weg ag | 
HAT: lard, ale aang fads aac aqaela | 


1 Tela, sd aa wf | edad 
TT AAA: | 


22-20 UF Wdlasta oy: and HAT: Gad: | azasy a yg: 
aaa faafaal eeafag: | affafanarttest | 
Sqeeaa A SAAT: | 


22-23 ad face yea favelenitodie | 4 gaasad ealada 
TMG | ASAT TASS | 
82-8 TF Wag | 


9X8 Taal 1 ret (sHst Bt), Talat 1 AF 1 cat Eeqaaer | Bt rt M 
Pu RV. 

92-92% frag Ft Be Pa; tras Ps. for traf. 

W-9R-9e PIT ast afeasr sigerat alaicoafte 1 oT aR ait 1 
sey Sates 1 Tag’ Pt. a Pea ats Baer eafeah- 
AUT | Bale gy setqaeal feafag Pa R. 

92-98 Fa (ad )soraaragata for at sft Bt M Pi R V. 


qayAISS: | {08 


22 aTaet | Se, THN sea sys | 
RAT: | aa 
a Say aay Resngraasasa: | 
TA TaReTs wT alaoH AraraTT 83 Ul 
aT | Fees | wey a | alka We Tart | 
sta fa SRA | 
92-3 TAT | HEAT | 
AME FANATT: AGATA Tz | 
Radars AAedat WaT! ULV It 
saat wear cea | 
eae: | fh g rg cent cay regal dae | 
92-3 TAT | AAT | 
Pa araht sefearle aararsy, 
aaaacerrareaaa wate | 
fraraatafaartticraaedt, 
qaraicarangrererat: | ks I 


OL oP NL LOL A 


23-2 cf aa | aie wag gaz | 
29-2 fh yay aaNataresaael dau | 


92d fafaavod for qi? Bt F2 Kn M Pi RV. 

qva we fF J D Fs K Py. 

qv-a aad for wae Bt Kn M Pi R V. 

q4a Cmatdtdt Bt Fe Kn MP1 RV. 44b eagxfa for aefa Bt Fe Kn M 
RV. UuTe was we D. ase Haat fanfafrcaaedt Bt 
KoM PiRvV. 44d “faced(at) gaenaqe: Bt rm Kn M 


P2 RV. 


{ov Rrenataatay | 
aA: TAS | 
Saat | GUS Aaa | Ta ST TacaTAAseT 
we sey gate 1 aft afécatirr ast 
we Reet operate 
UAT | HAT AAT: | 
& Saat | ae ga aarnemieateaen afeea snore | 
wratt | Fatale | 
Saal | tar at ay erases TS ATIVE TATE 
. ye URaeae gar ge wen fe aa aate sreiced fe 
Tal AC Fessenden Wea wey PATA 
fry weraqel aN ARATE ASNT AAAI acy 
Ro ogerg firfad let figmt omen art 


Qa Wi FeRIT: | TIA Ya: gacgaagdaarecad 
fareqaries | zart weeds Taal A eeTATATAale | 

R48 SE FU AERIMPAETAT ASROMTAT | 

g-¢ Fal a an aqme age dae aa Sf 
Tar aa yaisa aa aAtganreaeaaa | sal AAT FETT 
ativan sama wa famatd weassae- 
SAIS AA: Fea aersmnat ffaa: | awa faa 
UTAaAy: dra sf Hewat fafadt A Ata: | agar 
ara Wea Ga: | 


W-3-6 sept au(aM fest Bs) gARs Bs Kn Pu; AA fea ss 
aaquT Pe R; for qa az waet srsrate 

94: “fess Teaasgal ween sepfiasst qeauoay Bt Fe Kn M Pi R V; 

94-90-99 Farsteaafrad for Sarat Fs Kn M Pu V. 

q4:98 sta(a)or for ergs Bt Kn M Pu R V. 


UaqAISE: | 2ou 


fa aosite firerfeel 4 cera | at ore 4 Aer 
Uy Aaa | 
oe aa fase eaatea | 
TAT | ama | Fal Gerahia Tre | 
MARAT AT AA TaIsseaT, 
ATAT AE HME frat: | 
STAUAA ATS: TATA TEAT, 
Tare Aaa sahretaasay i LF | 
fazaa: | et al ea MTT Aaa | aye eA 
CAAT THS Tie aaa TaEsT A | 
13 Seat la Fe ae fee gaa sama 
ATCT AAT AANA AAATEATS | 
TAT | AT ATT I 
a f aoaftain areata, 
yaaa Waa, aaa fs wa: | 


OOO 


28-2 af alsaistagaa: daa: | aind anal asa ans 
wera agiad aeasafara | 


28-3 Aa waUhd Haase GR sa ander 
AHA AERIT: SATS | 


V4 94-9e UST Maga | at | TATA, AERIsil | Hal 1 aarghag 
FER: | AGTH: | ASTFAVVT BSATAOT | USAT | ARTA | Bal GaT” 
Bt Fi Kn M PuR V. 

q&a ‘Gada Fe Ps. 9¢c (a: for GA: Be Pu. 

16-9-2 “Oats aa 1 errr Aaqasit asi aauTfeaeqt Fe Kn M Pu V. 


IQ-~ “ast faces Ago BL Kn M Pe R V. 
1 


{ok fanaAashaq | 


FEA TT TATATALY =TAISAT, 
aRaarqgaeaaiy Tats | 89 Ut 
HAT: | eld aa: TTA wR aa Fara 
TAT | A TT | 
ara Wate Tess KAS aq, 
walt Gat AMT BARAT | 
garrraaemensas waa, 
NS ° 
A UZ AA AAMT AHAANl AT Ul 2 Ul 
oa, ArTTeAaIIe Ale AaaAgal asaAT- 
Rive ste | 
12-3 HAAT | ATTA ST: | 
efi g:faal faeara: | aa ciBfaead «rate | 
Tar | nnaraaizs | fH Tas a faa: | 
4 Saatt | Beles | qa, aa TT 
WAT | AA, ATA Ae: | Ty 
TATA HAAR AST HAT, 
aqserd ABrRoAestaaa: | 
FHIMC ATT STAR, 
| EATS FT AFARTTA: Il 2 Il 
26-8 Aral, WaT ANE: | 
qve “Garay fate Usy Bt Fs Kn M PUR V. 
qeb Saafaatt atte BU Fe Kn M PUR V. Qed wT: Bt Kn Pi R; 
J: Fe M v; Jy: D; for ye:. 
qe-9 waTaqad for swarqaftyé Be Fe M Pi R V. 
Yo*’ FSA FT Ge at frgqeana: for &H J wo Bt M pu R v. 
qe¢-q dropped in Bt M Pu R V. 
aad gay Bi Ps. 


3°23 


98 


4 


V¢ 


Cass: | Loy 


TEAR 
Saar | wma | ee AACA BT | 
aa: ataata Awa: | 
ava: | saa AeTATSHT: | 
TST | SaeleMNesIAIA, sass | WaT, ATS | 
Saat | werd, wrt 
area: | afacteat ceadt Aare | 
TT) samaq | oa aR aT to TaRT | 
PUAN | Ta, WAeaAaeTs | 
HAT | ATTTL, Mays aa: ala | 
ava: | Tasaraly | 
Tat | aa fsaTEAa | 
AITSs | TMT | suas: | 
aa ACTA | 
TIT | AAT | wT, aT | 
ATS | TTL, FAA AERA: | 
rst | aatedisher | 
ATT! | TATA ATA TAMA HATS AaeaaaATfee | 
USIMECUIRILCICE 
ata: | Faocahatahrres: guagekraat art | avatar 
aigtta: Aaa a: | TA AAT AT Wa ARTA | By 
Naat Waser Terao waka 


20.2 ad waaseTy | 
28-8 Wa, TATA | 


93.& Gra at aaorsys for wed Ft Ps. 
9-48 AKeaT dropped in Ps. 


oc fenarashay | 


Saat | vast | ope, as er fesrenat sani | 
22 TAT Tare TAT | 
ATS! | OHA | 
THA UA FAT I A AACA: | 
at aaa: Bt A ATA MW Reo Ul 
AAAS | 
wy, oad at Ae dae FANETTT 
0-8 aACTSATaH 
Tear | Tas | wey A afar | 
ATS! | STRATA ARTS | 
& TET | sal as | HTT 
aa: | ge AR aeanass | wa, Radar 
ata fate: | 
© TERT | wah fae | aes, TTT Hea Aafia oF I 
SAR Ta TOTALS | 
ata: | afer ATT | 
WR UTAT | HoT AT | 
92.23 sue, Wealss exaraqaas. | 
20-9 SAMRAT: | 
Ro-G Fa TVA | 
2o-® ae, TIA Wad AaGad =z | 
93-2 aguas way for Waldo Bt Fe M Pu R V. 
2oa aq Haat FAT Bt Ft Kn MPuv. rebed @ a aelTaaa | 
qa: aaa: Ga Aasay Bi Kn M Pu R V. 


20.2 Way for qy Asa Bt Fe MR V. 
Qow Braqra: for (Fy Px. 


UaAISE: | 202, 


Saat | fiat serait ae | 
aqey sarleany | 


a Maat | fara ZaNT | 
AAA AAT ANSE, 
ga za frreanataaea fa: | 
a RAqERS Misieard, 
afer aarat aa carrer 1) 22 
facta: | 
aa Rak geareaarat faster, 
fatale a Raa aerate 
afyanar ust asaaedh, 
fenaft seat F sada TST N22 UI 
Tear | satiate | fefeer fieradt goer aacerfaft 
drar aga afer tee 
23 THAN LT AEM Tal Tees | Ha cet TET | 
ue as, Hearar arate | 
20-23 fFaueweaaar AT | 
22-2 fezar froadt gre qausfsed der ugeaeeor qe | 
22:3 aq AIT UHSHYRT: | Cie Ta, SBATACARaTE | 
20-93 figut & qanit dig at Fa Kn M Pu V. 
29a eBay for mgsy® Bt FeMPi RV. 24b qaqe for aera 


Bi F2 Kn MV. 2 4c a@ for 4q Bi Fa Kn Pi V. 249d afa(fayaaa 
for afaaiaia Fm Ps; Aaa for qarar Ft Kn Pe R. 
arb “apPTHETy Bt M Pa; “ATT Kn v. 2xe Tee: for TsTe0 
Bt Ft Kn M PUR V. 22d STRaQlaq for =ajag Bt Fe Kn MPuV, 
22-9 Mea: for CAT Py. 


Ro fasnardahar | 
wrart | fas | awa TAMA: BATT AaTEATAT_ | 
& aa | 
MIAN TAUSIA: ALITA F | 
ais were Aare AeTAT | 22 tl 
TAT | ATTEAISHA ATA | 
ava: | fT aa: TMT: He AIT | 
RVR TAT Tie a Tae Tea: Rae: aT | TaTeART | 
AAATFAT | 
arena ATTA | 
and Maca ryaysea aat TAT | Vw I 
efa facnrat: aa | 


gia aaratariezraacha erarssha aaqatsy: | 
ward mata ara aay | 


23-9 Waaaualdl aaa st a aay wees Ps; waaquec wear 
SAAT WaeyzlA Pa. 


avb adatastt ged Pa. xvd wHERay aay Bt Fi Kn Pa R V. 
The following stanza is added in Bt Fe Kn M P2 R V. 
adteng gut wat ware cag 
aa: HAAN Wt: TIA AeT ti 


CRITICAL NOTES 


36 


od 


3.6 


3.7 


3.19 


BRIEF NOTES 


Act I 


Kailasanatha is Kubera: See below 3.13; Kalidasa has used 
the same word in the same sense at Raghuvaméa 5.28. 
karunam krandati: ‘cries piteously (for helpy. The 
reading saranam does not go well with the root krand, 
nor is it well supported by mss. <Abhinavabharatt on 
Natyasastra (Gaek. ed. III. p. 95) supports the reading 
adopted in our text. 


apatiksepena (‘by a toss of the curtain’) in the stage 
direction is necessary, as the entrance of the king is not 
suggested beforehand. The meaning of the expression is 
however, differently arrived at by the two commentators, 
Thus according to Rangandtha, who quotes Halayudha, 
apatt is ajavaniké or a curtain and ksepa is apasaérana or 
tossing aside; thus the expression means ‘a sudden tossing 
aside’ and not a regular removal, of the curtain. Konegvara, 
on the other hand, understands pati-ksepa as. a regular with- 
drawal of the curtain and apati-ksepa is the absence of it, the 
ultimate meaning being the same. 


siryopasthanat pratinivrttam is said in answer to the request 
that the defender should be able to move in the air and must 
be a partisan of the gods. siryopasthana is ‘occasional 
worship of, or attendance on, the sun god in the Stirya-loka.’ 
See IT.0.8 below. 


The alternative reading which mentions the name of the 
demon and his residence is supported by all the mss. of 
Pandit (though two of them drop the name) and by 
Katayavema; but neither the B group nor the other two 
commentators ( Ranganatha and Koneévara) support it- 
Yet the name of the demon is mentioned below at 1.13.7. 
See Editor’s Introduction, Para. 9. 


The alternative reading, though not well supported by mss., 
is yet favoured by III.7.1 and V.21b, where Puriravas is 
called the ‘grandson’ of the Moon. Yet in the present 
context a reference to the family, rather than to the degree 
of the lineage, is what is expected. See e. g. Sakuntala 
1.11.2, 

y4 


114 
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4d The first ca conjoins c and d, while the second one conjoins 


4,5-6 
6b 


6¢ 


10.14 


yastyagre and prante. 

See below V.19.20-21. 

kusumasamabandhanam: A By. cd. The heart is compared. 
with a flower and its supporting chord with its stem; see 
Meghadiita v. 10cd. 

haricandanena: The slight heaving up of the smear of the 
sandal paste on the bosom led to the inference about the 
palpitation of the heart; for similar inference see below 
11.18 and Sakuntala 1.290. 

The stanza is quoted in at least eleven works on Alamkara- 
sastra and five anthologies; ten of the former including 
Abhinavabharati ( III. p. 38 ) and three of the latter support 
the reading kantipradah as adopted in our text. The 
adjective vedabhyasa-jadah is elaborated by the next one; the 
study of the Vedas (abhyaésa is not merely ‘learning by 
rote’) involves deep and constant acquaintance with ritual 
and philosophy, thus leaving little time and inclination to 
turn to things of beauty and pleasure. jada means 
‘impervious to finer sentiments like Srngira. purdno 
munih refers to the sage Narayana from whose thighs 
Urvagi is said to have sprung; see 1.18 (where pituh 
refers to Vamana-Visnu as identified with Narayana) and 
III.15.3 below. The story of her being presented by 
Narayana to Indra, referred to at J.14 below, together with 
her birth from the sage is mentioned in the following 
Puranas:—(1) Vamana VII. 1-18; (2) Brahmanda 
ITT.7.16; (3) Devi Bhagavata IV.6.33-36; (4) Visnu- 
dharmottara ITI.35.1-4; (5) Bhagavata XJ.4.1-16. 
visamavatarah: The alternative reading visayavatérah or 
sva-visayavataérah is supported by a large majority of mss., 
but not so much by internal evidence. The passage with 
this reading may mean ‘my descent on my own dominion 
has brought me a desired fruit’, namely, contact with 
Urvasi’s limbs. The king’s reaching the earth, which was 
his visaya has caused a jolting to the wheels and this was 
impossible while he was moving in the air. The word sva-visaya 
or visaya may be compared with the word sva-adhikaérabhimr 
at Sakuntala VII.7.1. But the sentence coming immedia- 
tely after the stage direction cakrodghatam ripayitva shows 
that the cakrodghéta, which caused the rathaksobha or 
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116 


13.4 


13.6 


15.8 


186 


0.13 


115 


rathasamksobha (see I.11 and ITI.11 ), the immediate cause 
of the happy accident must be supposed to be uppermost in 
the king’s mind, rather than the more distant descent on 
his own dominion’. This cakrodghata then must be assumed 
to have been referred to by him in the introductory 
sentence which therefore should contain the word visama- 
vatarah rather than the other one. 

ratha stands for ratha-cakra or rathanga ; see below rathanga- 
sronibimbaya at IV.37. We have here in cd an Utpreksa 
in which the roma-vikriya is conceived as the ankuritatva of 
the manasija i. e., the mind-born emotion of Love, which in 
its turn is identified with a tree ( tarw ); for the same idea 
more fully developed, cf. Mélavikagnimitra IV.1. 
pirvasyam digi: Indra’s capital is said to be situated 
in the eastern quarter of the heaven from where Citraratha 
Is arriving. 

vikrama-mahimna: see also vikramalanikarah at 15.1 below. 
The word vikrama is supposed to be a concealed reference to 
the title Vikramaditya of the poet’s patron; but see Editor’s 
Introduction, Para. 18. See also below V. 7; 20.2-3 where 
a similar reference to Kumaragupta may be understood. 
hastaw spréatah: This seems to be a mode of greeting 
among persons of equal status. Something similar to this 
is found in the Bhagavata Purana 1.11.22 ; X.65.5, as shown 
by Pandit, but nowhere else in Sanskrit dramas so far as. 
T know. 

Read raéjaénam upetya for jandntikam and add x after Ft in 
the foot-note. The reading vaassa in place of maharaa 
adopted by Pandit is not right; this mode of address to the 
king by the friend of the heroine is too early for Citralekha 
here. At III.16.5 and afterwards, the situation is different. 
See note on the passage below. 

pituh padam madhyamam: Narayana Muni, her creator 
(see note on v. 8 above ), is identified with Visnu; his 
middle step is the mid-air. For the identification, see UWaha- 
bharata, Vana 40.1-2 ; Bhisma 66.13-14. 


Act II 


alekhya suggests ‘motionlessness’ and ‘vdanara suggests 
‘ugly appearance’; cf. V.11.6 below. kim pr ‘in some 
inexplicable manner.’ 
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le 
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sangida-vavaéram: i.e., her duties at the musical hall. 


miatinhia (mrgatrspika ) ‘mirage’; Vidisaka naturally 
considers the king’s attempts to get Urvasi, a celestial 
nymph, comparable with a deer’s running after the mirage, 
as, he thought, it was likely to end in a failure. 


ksanam tisthati: The sun is supposed to rest for a single 
moment when he reaches the zenith. A somewhat similar 
statement about the sun’s resting for a night when he 
completes his Daksinayana and is about to start his Uttara- 
yana on the Maghi Amiavasya is found at Kauwsitaki 
Bréhmana 19.3 (sa vai maghasya amavasyam upavasati 
(‘rests for a night’) udan dvartsyan ). 


sasthe bhage: The 6th out of the 15 parts or the Muhirtas 
into which a day is divided; cf. Kautalya, Arthasdastra 
TI.20; Manu Smrti 1.6. This is surely not a reference 
to the svatravihéra prescribed by Kautalya, Arthagdastra 
1.19, which is also alluded to in the Dasakuméracarita 
(NSP. ed. p. 256.11.10-11 and p. 257 11.14 to p. 258 
1.1). For this latter i. e., svairavihara, the 6th out of the 
& parts into which a day is divided, is prescribed and it 
is after midday. The time meant here, on the other hand, 
is after the daily disposal of the state affairs and before 
midday as a reference to IT.0.3, 21.6 and 22 below will 
show. Out of the 8 divisions of the day, Kautalya 
prescribes the 2nd for the disposal of the state affairs and 
the 3rd for the king’s personal duties like exercise, bath and 
meals. See Arthasastra 1.19; Manu Smrti 7.216; Yajna, 
1.327b-329. Here obviously only a few moments of rest are 
meant which may be snatched from this time allotted to his 
personal duties and this well agrees with the single moment 
of rest which the sun is supposed to enjoy. The situation 
in the Vth Act of the Sakuntala is to be understood as 
referring to a time before midday, in a similar manner, as 
can be judged from the adjective abhinavasammarjanasa- 
Srikah of the chamber in the Agnigarana at V.8.2; see also 
v. 5 in the same Act where the obvious reference is to 
midday rest. 
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2.18 


2.19 


3.1 
3.8 


4.1 


8.2-3 


8.4 
8.7 


9.13 


Vidisaka means:- The king’s form was so charming that 
Urvagi was bound to fall in love with him if only she were 
to see him. Compare Sakuntala II. 7. 13-14. 

The king means:- That Vidisaka should consider him to 
be so beautiful was due to his partiality ( paksapata ) for him. 
See Sékuntala II. 7. 15 for a similar situation and the 
king’s remark thereon sarvah kantam a&tmiyam pasyati. 

diwya rasa: ‘rain’ and ‘love of a celestial ( woman)’. 

The wisesanam namely daksina; véyu is daksina in both the 
senses i. e., ‘chivalrous’ and ‘southern’; v. 4 illustrates his 
daksinatva in the former sense. 

‘Such indeed is your ardent longing’; i. e., displaying sneha. 
for Urvasi and daksinya for the queen. 

Like Vajra (personified ) of Indra, when required to 
help him in his love affair with Ahalya, I too have become 
baffled (unmatta ‘unable to know myself’) when required 
to help you in your love affair with Urvasi. Vajra could 
help Indra only in battles; (but cf. the Brhaddevata 
version of the story in Editor’s Introduction, Para. 8, for 
Vajra’s help to Indra in such matters ); so I too can help 
you in a humorous pastime. Helping in a love affair is 
beyond my powers. It is to be noted that the Vidisaka 
of Agnimitra in Mélavikagnimitra has helped the king 
a great deal in his love affairs; but Kalidasa has changed 
his mind and his Vidisaka in the other two dramas has. 
remained a passive Narma-suhrt. 

Cf. atisnehah papasanki at Sakuntala TV.19.10. 

The nimitta is considered to be the same as the one mentioned 
at III.9 below, namely, the throbbing of the arm. But 
probably, as the stanza itself explains, the sudden composure 
of the king’s mind, which was most unexpected owing to 
Urvasi being difficult to obtain, itself constitutes the nimitia. 
The behaviour of the mind which is un-called-for in the 
particular circumstances is itself an indication of things which 
are to come. We may compare the words of the pupils of 
Kanva in the Sakuntala V.10-11, when they approach 
King Dusyanta’s palace. The sudden feeling of disgust in 


spite of the king’s reputation as a virtuous ruler gives them 
a foreboding about the coming events at the palace. 


Sikhabandhana vidya is different from the Tiraskarini 
mentioned, at 9.30, 13.8 etc., below in this Act. The former 
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9.17-18 


10cd 
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makes them unassailable to the demons and hence is called 
aparajita; the latter makes them invisible to men. The 
former was specially taught to them by Brhaspati after the 
incident mentioned inthe beginning of the drama and on 
the strength of it the two nymphs are moving about freely 
without any companion to guard them. It is evidently an 
invention of the poet. 
The king’s palace is fancied as the crest-jewel of Pratisthana 
which is, as it were, looking into a mirror of the waters of 
the river which surrounds it. The adjective suggests the 
skill, neatness and care expended on the arrangement 
of the city; it is for such an arrangement that one looks 
into a mirror. 
‘Nor is it possible that my eyes will not be filled with tears 
before completely presenting her ( before them ), even in a 
picture’. This means that the drawing itself is very likely 
to be left half executed and thus would not afford any solace. 
The slight grammatical irregularity may perhaps be removed 
by taking aham as the common karté of the two acts i.e., 
samapanam and nayanodbaéspibhavana ( both being construed 
with mama). With the other reading i. e, samavapya, 
(which is easier to construe ), the meaning would be: 
Even if I were to meet her in a picture, I shall not be able 
to see her owing to tears rising up in the eyes just at her 
sight ; see Meghadiita v. 102; Sakuntala VI. 22 for a similar 
idea. 
After v. 10 Dasaritipaka-Avaloka seems to have read the 
following passage :— 


faze: | at aera, at cat at Si ga fr gfteaa | at A gRat ong 
sfast fa | wrt | aa, 

FasMacarsdtal BAST TIGA | 

aeueteat art: ara zat | 
faqye: | cg ft 1 set ae are, searrag: a eft! faye: | 
Rat ST eefeat cd arate fal wen | oa Aa | fagaa: | 
aT ah se ae Taare Bem sal | Bhavaprakasa also 
refers to it as follows ( Gaek. ed. p. 230) :— 

ag fmmaghy cust gre Fawy | 

RAITT MS Total Seat MATA It 
But V. Raghavan has shown. that the passage is really from 
Malatiké Vithi; see J. O. &. Madras, Vol. VIII. p. 328. 
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12 The Prakrit stanza is in the Kavya metre, otherwise known 


136 


15cd: 


as Vastuvadana; it has four Padas, each containing 24 Matras 
distributed over one Sanmatra, three Caturmatras and one 
Sanmatra at the end. Compare Malavikagnimitra II.4 for the 
same metre, and Hemacandra, Chandonusadsana V. 25. The 
love letter is generally regarded as consisting of two 
Gathas; but the internal rhythm of the lines shows that the 
metre is not aGatha. The reconstituted text of the stanza, is 
not quite satisfactory; but it is what I could do under the 
circumstances. The stanza means: - If I were inclined 
towards you as you imagine me to be since I am unknown 
to you, why should the pleasant breezes coming even from 
the Nandana garden be felt very hot on my body, (lying 
down ) in a bed of fading Parijata flowers? Urvasi wants 
to convey that she too was being tormented by Love as much, 
if not more, as the king himself was. 


The king’s horripilation caused by deep joy is here com- 
pared with the bristles with which a kamala-néla or a 
lotus-stalk is covered. 


udaharanam ‘expression’ (of her condition). The stanza 
means: ‘This expression (of her state) by my beloved 
put down in this letter is, as it were, her face brought 
in contact with my own’. This means that it has brought 
him as much solace as a contact of her face with his would 
have done. The mere knowldge that she loves me in 
return, even in the absence of an actual union, is a source 
of great delight to me, says the king; compare Sakuntala 
Me Ts 

‘This favour of Cupid is common to both of us (and 
so we are fit to be united); heated iron (alone ) is fit to 
be united with heated iron’. smarasya pranayah ( kartari 
Sasthi): The cruel working of the God of Love must be 
considered as ‘his favour’ when it is directed towards 
both; cf. ITI. 20 below. Or, smarasya pranayah ( karmani 
Sasthi ) is ‘our common request to Smara’. Both of us are 
equally troubled by him and so we have a common request 
to make to him, to desist from his operation. He means: 
Had I been free from the trouble due to the operation 
of Cupid I could have helped you; but I myself am 
similarly oppressed by him; so let us join together and 
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make him a common request. Two persons suffering from 
the same trouble can make a common cause and unite. 


dgatah puruséntaram: The jaya ‘be victorious’, has thus 
come down to another person (for the first time). The 
stanza means: ‘Victorious indeed am I, for whom this word 
jaya is uttered by you and which has thus come down 
to another person from Indra’; what is meant is this: The 
word jaya was upto now uttered by Urvasiin honour of Indra 
alone; but now it is uttered in honour of the king too, 
that is, it has come down to another person, who conse- 
quently must be considered as victorious as Indra himself. 
The other reading agatah would ultimately mean the same 
thing; but it is not supported by strong mss. evidence and 
looks like an improvement on an apparently difficult 
reading. purusa is applicable to both Indra and the king. 


angaim mumcadu: ‘May you not drop down your limbs’ 
i, €., may you not lose courage. 


svavasam as against vivasam is very well supported by the 
evidence of mss.; both Ranganatha and Koneévara, as also 
most of the mss. of the Bollensen group support it; yet 7 out 
of the 8 mss. of Pandit read wivasam and so it does not 
seem to be negligible. With vivasam the stanza should mean: 
‘Her helpless ( vivasa ) heart was deposited in me by her 
who had no control over her body, as if by means of her 
deep sighs which were observable by the tremors of her 
bosom’. The heart ordinarily must go with the body; in 
this case it was unwilling to go, but was helpless to do 
anything by itself. So, Urvaéi deposited it with the 
king who may help it in avoiding its unwanted departure 
with Urvasi’s body. She herself i. e., her body had to go; 
but by depositing her heart with the king, she could save 
it the agonies of doing an unwanted thing. cd. ‘She has 
as it were pressed out her heart from her body through 
her long and deep sighs and directed it towards me as her 
deposit through them. These deep sighs themselves are 
noticeable as they come from her heart, by the tremors 
of her bosom’; see above I. 6c ( note ). 


anuvacehi ‘decipher for yourself’ (but not read aloud ); cf. 
anuvacya above II. 11.12 and V. 6. 9 below. 
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19cd 


19.10 


19.13 


19.17 


20 cd 


20.3 


Vayu is said to have made love to Afijana; see 
Valmiki, Ramayana IV. 66. 8-18. He therefore knows what 
it is to suffer from the pangs of unfulfilled love and so is ex- 
pected to show sympathy to his fellow-sufferers. The other 
reading given by the Bollensen group should be interpreted 
as follows: ‘You indeed know that a love-lorn person is 
consoled by such means of diversion, (as you move every- 
where ); it is (therefore) not straight-forward (a7jas&é) to 
tease such a person when he has fixed his desire on it (i.e., 
the means). Construe: kaémartam janam abhibhavitum na 
anjasa. 

loptram (from lup ‘to rob’) is stolen property ; ‘can a thief 
caught with stolen property give any answer’? He must 
simply confess his guilt. 

saubhaégyam means ‘personal charms’ owing to which young 
women fall in love with a youth. swbhaga is a youth who 


is eagerly loved by young damsels owing to his personal 
charms; cf. subhagammanyabhavah at Meghadita 91. 


By admitting on his behalf that in a fit of biliousness he 
was searching for a love letter, the Vidisaka was proving 
the guilt of the king, namely, that he was actually searching 
for a love letter from a young lady. The plea that it was 
in a fit of biliousness could convince nobody except a fool 
like him. 

‘When the person in power is angry (and attributes a 
guilt to his servant), how is it possible (to prove) that 
the servant is guiltless?’ For the time being at least, the 
servant must say ‘yes’ to whatever his master says in a 
fit of anger, reserving his defence to a later time, when 
his master is in a good mood to hear his arguments and 
facts. For dasah see on IIT. 13 below. 

‘But I am afraid of my own repentance for this rejection, 
caused by my courteous nature’. I am daksina ‘courteous, 
libera]-minded’ and, therefore, in a cooler mood of mind 
I may have pity upon the king who is rendered helpless 
owing to his passion for Urvasi. At that time, I am afraid, 
T shall repent for having rejected the king’s offer of con- 
ciliation. What is meant is this:-The king’s offence was 
great and her rejection of the king’s offer of conciliation was 
just and right. But owing to her liberal disposition she was 
very likely to give up her just stand which she had taken at 
present. And we find that this is exactly what has happened 
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in the sequel. This pascatidpa of hers is alluded to five 
times in the sequel. It is said that she gives up her anger 
and pride (III. 1. 2: ITI. 11. 17; IIT. 12c) and repents for 
having rejected the king’s offer for conciliation (III. 4. 
9-10); cf. for the same also IV. 67d in the case of Urvasi. 
‘Empty professions of love from a person whom they love 
do not satisfy women who can discern the truth (tat ), 
even though they are couched in endearing words. They 
can easily discriminate between a real and an outward 
expression of love. tadvidam is to be taken with yositam 
as well as with the Upamana purusanam, supplied. 

‘I shall have the courage to withstand the temptation of 
trying to pacify her once more, and simply wait for her to 
cool down and show her readiness to accept my apologies 
already tendered’, The king does nof mean to say that 
he felt offended by her rejection: he has conceded that 
it was quite natural for her to do so. He only desires that 
she in her noble mind (daksinya ) should forgive him his 


weakness in this respect. He has great regard for the 
queen, which he still retains even after the rejection; yet 
he cannot approach her any more for pacification, since 


she had shown by her rejection that she was not in a mood 
to hear him. So he would silently wait (dhairyam avalam- 
bisye ) for a time when she might give up her anger and 
calmly look at the situation from his view-point. He 
expects that she of her own accord would go to him and 
make amends for the rejection, by reconciling herself with 
him and this exactly is what the queen fears, but what 
she has ultimately done, owing to her noble disposition. See 
also Mélavikagnimitra IVI.22. 

The singular safpadah which is supported by 7 out of the 8 
mss. of Pandit seems to be the original reading, in keeping 
with the singular number of the other birds mentioned in the 
other lines. The plural mukulani (which may have induced 
the v. 1. satpadah ) is to be explained as referring to the 


bee’s activity in trying to find out a shelter in the interior 
of a flower-bud; for this purpose it had to try on several 


buds until it found out a suitable i. e., internally roomy 
and cool, one. See the similar association of @ramesu with 
vasatim at Meghadita 1. Owing to mental uneasiness the 


Yaksa was changing from hut to hut in the hope of finding 
peace. 
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Act Ill 


0.2-3 dsanam parigrahitah. ‘You were asked to carry his seat’; 


0.8 


0.15 


evidently because the sage was in the habit of using his 
own seat wherever he went. Very likely, dsana is meant 
to include even other personal effects of the sage like the 
drinking bow], walking staff, etc. 


The second pupil’s refusal to state definitely that the assem- 
bly was pleased, together with his attempt to defend 
Urvasi by the introduction of the word uma, saying that 
she did her part very well, leads the first pupil to guess 
that in spite of Urvasi’s best efforts the assembly was not 
well pleased and that this was due to some unfortunate 
and unexpected accident. The sentence means :— The 
(expected ) supplement of your sentence, it appears, has 
a room for some fault (or defect) init’; i.e, you mean 
to complete your narrative by stating some fault on account 
of which the assembly was not satisfied. The word kon tu 
found only in one or two mss. seems to be a gloss, trying to 
make the remark of the first pupil look more natural. 

The similar commencement of the two words with the 
letters puru, together with her constant thinking about 
Purtiravas was the most natural cause of Urvasi’s blunder. 


0.21-22 na de divvam thanam bhavissadi: Bharata merely says that 


0.25 


ld 


2d 


she must lose her stay in the heaven; he does not put any 
limit on this period of the loss. This is how Mahendra 
could show his favour and put a limit on it. 

tut is added in four of Pandit’s mss., perhaps under the 
influence of V. 15.8 below. 

sevakaré parinatih: ‘old age taking the form of service’ 
i.e., old age fully engaged in service, as there was no one 
to support him in rest. The contrast is between pascat 
visrama and parinataw api seva, so that the construction of 
seva as the chief word and kéraparinati as its adjective ( as 
suggested by Ranganatha and Katayavema ) is not proper. 
The reading sevékakuh means ‘involving an adaptation of 
voice (kaku) to the master’s will owing to servitude 
(seva ), the compound being an adjective of parinateh. 
Suddhantavrddho ganah: janah is paryanah here and refers 
to the harem attendants in general; the masculine gender 
is used here as at 7.3 and 6 below. There is absolutely no 
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reason why this reading, which is strongly supported by 
the mss. of both the groups should be given up in favour of 
the variant vrddhdjanakh of doubtful relevance and 
authenticity. 


The king is compared with a mountain which is able to 
move about as its wings are not yet cut off. The allusion 
is to the Vedic myth according to which the mountains 
were once possessed of wings and were able to move about 
as they liked, thus disturbing the balance of the earth. 
Indra chopped off their wings, ( which assumed the form of 
clouds; this is why the clouds seem to rest upon the 
mountain-peaks, before they rise up in the sky ) and thus 
made them immovable, thereby securing the balance of the 
earth. See Rgveda Samhita 11.12.2 and Méitrayaniya 
Samhita 1.10.13. 

devena i.e. devena saha: The variants have probably 
arisen owing to a misconstruction of the instrumental. 
jadapacchadava: See on II.20.3 above. panivadalanghanam 
pamajyjidukéma- ‘The washing away of the rejection 
of prostration’ means the acceptance of the lover's plea 
about his sincerity and his confession of his guilt. Read 
panivada for panipada, which is better supported by mss. 
nibhrtaih may either be taken as an adjective of dayitanuna-. 
yaih in the sense of ‘ complete’ or ‘unreserved’, or as an 
adverb meaning ‘inwardly, secretly’. vividhair anutapyante, 
which is a variant reading for c, means :— They feel remorse: 
at the (thought of) the different (modes of) persuasion of 
their lovers’, which they had neglected. 


ravim avasate: This refers to the Amavasya day, when the- 
moon is said to stay with the sun; compare Aitareya 
Brahmana 40.5. This day is particularly auspicious for: 
offering oblations to the Manes, but other sacrifices like the 
Darsesti too are offered on that day. The other reading 
rucum G@vahate has probably its origin in a desire to avoid. 
the mention of the New Moon while describing and 
honouring the orb of the Full Moon in the stanza. With 
vhat reading the line means: ‘Who assumes his light 
(rucim ) for helping the sacred rites of the pious’. 

sudhay&d tarpayate: The moon’s body is said to consist 
of sudh@ or nectar from which the gods and the Manes 
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7.1 


7.10 


8.1 
8.3 


9.10 


10.3-4 


drink on the different days of the second half of a month. 
See Maisya Puradga Adhy. 125, vv. 36-38 and 59-72; 
Visau Purana T1.11.21-23 ; 12,1-13, Vayu Purana ; 52.60-70; 
Raghuvamsa; V. 46. In the Vedic literature, however, we 
get the mention of Soma in the place of Sudha in the same 
mythological context, namely, that the soma in the form of 
the moon serves as the food for the gods and the Manes; 
see Rgveda Samhité X.85.2-5; <Aitareya Brahmana, 40.5; 
Satapatha Brahmana 1.6.4.5.6 ; 11.4.2.7. 

pitamahena: Cf. V.21 below. Puriravas is said to be the 
son of Budha and the grand-son of the Moon; see Harwaméa 
25.43-46. 

nam disadi: The variant na disadi is equally well supported. 
nam disadi means ‘indeed it is seen very well’. With na 
disadi the sentence must be taken as a question expecting 
an answer in the affirmative; ‘Is it not very well seen’? 
meaning that it is very clearly seen. In any case sé must 
refer to the king’s avasthé mentioned by him in v. 8 and 
not to Urvagi as is understood by some. 

adhikam sobhase: Cf. Sakuntala TII.8 and 9. 

nimittam: See above II.8.7 where the nimitta was probably 
different; see note on the passage. For nimitta here cf. 
Sakuntala 1.16; VII.13. 


Cf. I1.9.17-20; padivattidam ‘transferred’ from the Hima- 
laya to the king’s capital Pratisthana! The white palace 
is fancied to be the peak of the Kailasa shifted from its 
place and brought here. The variant padibimbidam via 
jaminijamunae of the B group means ‘(as if the peak of 
Kailasa ) reflected in the ( waters of ) the Yamuna in 
the form of the N ight’. But the fancy is not very happy ; 
firstly the possibility of the Kailasa being reflected in the 
Yamuna does not exist, and secondly, by this time the 
darkness of the night too had departed to a great extent ; 
see 7.4 and 9.27 which suggest that the moon had risen 
much higher and that his rays were now spreading 
everywhere. 

Pandit’s selection of his reading is unwarranted by the 
evidence of his own mss. Only two of them mention 
mamsabhojana, while no other ms., either from the B group 
or from Foulkes’ mss, refers to it. Foulkes’ text seems to. 
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have been copied from Pandit, whose text is based upon 
the doubtful authority of his ms. @, which reads miccha- 
harini; (could it be mitthastharini 7); but miccha connot be 
mista and harini is very likely the latter part of the word 
stharini which is invariably found in all the mss., including 
K which is the other ms. of Pandit, mentioning mdémsabho- 
jena (in place of rasalam ). There is absolutely no objection 
against the mamsabhojana of the Vidisaka, but that does 
not mean that we should be guided by that consideration over 
the head of the evidence in the selection of our reading. 
Besides Vidisaka’s fondness for sweets is quite well-known. 
evam refers to 10d: ‘A talk about her would mitigate my 
mental anguish’: Vidtisaka confirms this in 10.4 and the 
king agrees by saying evam manye (‘I think so’). Vidi- 
saka’s question kaham via after this refers to the particular 
kind of this kathaé and the king answers and explains it in 
v. ll. Citralekha’s remark in 10.6 becomes more natural 
according to this explanation: ‘Listen, oh greedy one’ 
how the king is prepared to be happy even by a talk about 
you ! 


Cf. I. 11. 
Tiraskarini: Cf. I1.9.30; 13.8; 15.3. See note on I1.9.13. 


vadavadesena: see III. 5 above; proud ladies cannot openly 
withdraw their rejection of their lover’s prostration and so 
they do it under some pretext. 


The variant reading supported by the B group is aparam- 
muham which in Sanskrit is either aparaéazmukham or 
aparam mukham,. Inthe former case the sentence means 
‘Your words are not averse (to appreciation of merit) and 
this seems to be right. But in the latter case i. e, if 
aparammuham is translated as aparam mukham ( see f. n. on 
p. 51 ), the sentence can be construed in an artificial manner 
and that too, only with the reading mantidum which is the 
reading of the Bollensen group of mss. (though Bollensen 
himself has adopted mantidam from a single ms.), as 
follows :-‘ You have a mouth to speak the best ( aparam J, or 
‘You have another mouth to talk’ i, e, different from the 
usual mouth of a jealous woman. It is however more 
likely that the original reading manéidam in this case was 
changed to mantidum in view of the misunderstood word 
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13d: 


13.26 


15.5 


— 16.5 


16.6 


aparammuham as equal to aparm mukham instead of 
aparanmukham. 

The use of the word dasa here and in v. 14 as also at two 
other places, namely IJ. 20 and III. 18, is a little embarras- 
sing. But we must concede that it is used out of daksinya 
in the case of the queen, while in.the case of Urvagi at IIT. 
18 it is used out of sneha, See note on II. 4.1 above. 
uddsina here in the context must be taken in the sense 
of ‘a stranger’ as contrasted with ‘a lover’. uddsima 
and pia are evidently contrasted in the mind of the 
Vidisaka and so understood also by the queen; cf. the 


use of the word wddsina at 11.2 above by Urvasi. By her 
declaration in III. 13.18-19 the queen seems to treat the 


king as an uddsina and not as a priya, in which case, there 
would be no point in observing the Priydradhana Vrata, so 
argues the Vidtisaka. In answer to this the queen says that 
the king was ndt only not uddsina to her, but was so much 
priya to her that she had offered to sacrifice her conjugal happi- 
ness, and that too for ever, for the sake of his. The variant 
reading ¢é7iso found in three of Pandit’s mss., must be taken 


to mean the same as uddsino; the addition of pio after 
tariso in a single ms. of Pandit must be ascribed to a scribe 


who was influenced by that word occurring in the queen’s 
reply. All the other mss, of Pandit, including vu, have 
either ddso, dinno, tariso or udasino, the last agreeing with 
the one adopted by the mss, of the Bollensen group and 
by me. 

The alternative reading ( given in the foot-note ) may mean 
‘How can one whose hopes are firmly planted (in the king ) 
be made to return 2’ 

The other reading is kim atra jweyam; it means ‘what is 
here to be known?’ i, e, it is very well perceived and 
does not require any efforts toknow; jzeyam here means 
‘what deserves to be known’, while in the word ajneyam, 
it means ‘what is easy to know, what requires no efforts to 
know’. | 

vaassassa: Citralekha& could call the king a vayasya now 
at this stage when his love for her friend is well established. 
See how Anasiya addresses Dusyanta by this term only at 
Sakuntala III. 17. 1; 18.1; but not before it. 

etat refers to the wand sukham on the one hand, and to 
Urvasi on the other, 
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panaavadi via: pranayavati is ‘a beloved’ and not a ‘ wife’. 
purobhag@ is a ‘forward’ girl, who assumes independence 
and does not wait for the permission of the elders. See 
Sakuntala V. 26.8. Here. Urvaési means she has already 
received the permission of the queen and so she must not be 
regarded as a purobhagad. pranayavati suggests the absence 
of ‘patience and serenity ’<of a wedded wife. 

anunitam ‘persuaded, induced, pacified’, i. e., turned 
favourable. anukilam or anulomam, the other variants, 
mean the same. 

The alternative reading ajjauttassa adopted by Pandit is 
not proper, as Urvasgi was not a wedded wife. See Editor’s 
Introduction, Para. 13. 


Act IV 
For a discussion about the Prakrit stanzas and the special 
terms in stage directions in this Act see Editor’s Introduc- 
tion, Paras 24 ff. 
acchara-véra-pajjdena sujjassa uvatthane vattants: See Visnu 
Puréna TI. 10. 1-23; Vayu Purdna 52. 1-28; Matsya Purana 
125. 1-24, 
‘I thought that some demon was carrying the deer-eyed 
( Urvasi ) as long as the dark cloud had not sent down his 
showers on the fresh flashes of lightning’. First I thought 
that a volly of arrows was directed‘at me; but then I next 
saw that it was against what I considered to be Urvasi, 
namely, the flashes of lightning. And when I knew that this 
was unlikely, I realised the truth about the whole situation. 
In the flashes of lightning the showers appeared to be falling 
on the flashes themselves. 
The construction is anakoluthic; the speaker began with a 
passive and ended with an active construction; ‘By me 
while wandering on the earth my beloved, -if I see her-then 
ete... Or maim and bhamante should both be construed as 
irregularly employed absolute locatives; ‘If I see my 
beloved while I wander on the earth’. 


For the emendation suggested in the third line see Editor’s 
Introduction, Para. 42. 


See Sakuntala III. 7. 

The artificial Anuprasa both here and in vv. 37, 46, 49 and 
51 below in this Act appears to be against the ruling senti- 
ment. See Editor’s Introduction, Paras. 28 and 29. 


1V.54) 


23a 


32-34 


36 


38 


41 


43 


51 


53 
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been vidyadhyara ; we get vijjahara above at IV, 0.17. 

For the inter-relationship of these stanzas, see Editor's 
Introduction, Para, 28. 

Note that 7 in the second line is an expletive as in v. 68d 
below in this Act. 

Ila, mother of Puriravas is said to be the daughter of both 
Mitra-varuna and Manu at Harivaméa 9.7-8; 10.5-17 3 in 
the former case Sarya/(identical.with Mitra ) is the Matamaha 
of the king. If, however, she is considered as the daughter 
of Manu, Surya, the father of Manu ( Vivasvat is the Sun ), 
will be Vrddha Matamaha and not actually Matamaha of 
the king. Generally, the Puranas consider Ila, transformed 
into Ila, as the son of Manu; see Matsya Purana, 11.40-66; 
12.13-14; Visnudharmottara Purdga, 1.230.17-21. Budha, 
the father of Puriravas, was the son of Candramas; see note 
on III. 7.1 above. 

ekkakkama ‘mutually’; ‘The young swan is sporting 
under tbe influence of passionate love, in a lake, in the 
sweetness of intense affection which is mutually developed’. 
The swan of course represents the king; see Editor’s Intro- 
duction, Para. 38. , 

‘In the forest, here is an (elephant ), greatly in anguish 
owing to his separation from the she-elephant, and hence 
with all the black bees gone away from his temples ( for 
want of the rut )’. 

The stanza is almost identical with the one at Valmiki’s 
Ramayana, Aranya Kanda, 64, 29-30. 

‘Be pleased by this homage of mine, oh dear lovely River 
with your agitated (and so cackling) birds which are 
ruthless to me (on that account ), with your deer eager for 
the bank of the divine river i. e. yourself, and resounding 
with the sound of the humming of tbe bees ( hovering 
around tbe flowers growing on your banks ),’ 


‘The ocean is dancing by the side of the clouds, with his 
upstretched arms of waves raised by the eastern wind, with his 


body decorated with saffron in the form of swans, Cakra- 


vakas and conches, and covered with blue Jotuses in the 

form of water-elephants and sharks, keeping time by the 

clapping of his hands in the form of the lappings of its 
qv 
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waters against the shore, while the fresh rainy season 
descends down and blocks the quarters’. 

56 In this Gajanyokti alone Indra’s Airavata is introduced 
and perhaps to do justice to his pre-eminence, Sanskrit. 
instead of Prakrit is employed! 

60 prthulocana expresses the common property. 

66cd This means ‘I shall hold you in highest esteem’; it does not 
suggest that the king actually intended to use it as his 
crest jewel. See v. 64 above and 72.6 below; in the latter 
place it is said that on meeting Urvasi the king places it on 
her crest, where evidently it remained thereafter. See 
also V. 0.11 and note. 

68 ‘O creeper, on seeing you J think in my mind that if I 
get her back again by good fortune, I shall make it absolu- 
tely certain, after pleasing her, that the resolute one does not 
leave me there again’. I suggest an emendation in the 
third line namely, ra%jevinu in place of ranne vinw and 
construe the word as an absolutive form like pekkhevinu 
in the first line. 

70 to71.1-2 The order of the sentences in the shorter version is 
different :-Urvasi’s confirmation of the king’s account in 
the words abbhantara-karanae etc, comes immediately 
after the stanza where the king describes how he had met 
Urvasi, while he was sinking in the darkness of separation. 
This is followed by the king’s question as to what she meant 
by ‘inner senses’. Here, instead of answering the question 
directly, she first begs his pardon for being the cause of 
his misery. The king readily grants it and asks another 
question as to how she could remain so long without him. 
After this she answers both tbe questions, But this order 
of conversation is unnatural; Urvasi’s confirmation of the 
king’s account of his miseries before first asking for his 
pardon for being instrumental in his condition ( which is 
described in v. 70 ), is quite unexpected. As it is, the 
sentence in the mouth of Urvasi would be expressive of 
sympathy for the king’s state and would be appropriate in 
the mouth of a superior person only, while he is speaking 
to an inferior person. In such a case, the superior person 
first expresses sympathy and then regret, if at all. But 
when a person of an inferior status speaks to another of a 
superior status, as in the present situation, forgiveness is 
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first asked, and then the superior person’s account is 
confirmed and the reasons for tbe unexpected behaviour of 
the inferior person are given, Besides, the word vritanta 
occurring in Urvasi’s speech after v. 70-( in the shorter 
recension ) has no propriety, since what is described in v. 70 
is only an avastha of the king and not any vrttanta or 
incident. On the other hand, the word vrttanta becomes 
significant when it refers to what is described in v.71, 
namely, the king’s wanderings in the forest meeting one 
inmate after another in quest of Urvagi. It, therefore, seems 
certain that the order in the shorter recension referred to 
above was adopted in consequence of the removal of v. 71, in 
order to supply a sort of antecedent for the word vrttaénta 
occurring in Urvagi’s speech, which would otherwise have 
no meaning after the king’s question ‘how could she’stay 
away so long’ , if this latter is unaccompanied by v. 71 in 
the mouth of the king. 

The word vimana occurring in the third line is significant ; 
it suggests the identity intended between the swan and the 
king, It corresponds to the word vimdna in v. 74. 


Act V 


devibhih: The word includes Urvagi even though she 
cannot be properly so called, not being a married wife of 
the king. 

According to the alternative reading given in the foot-note, 
the king will have to be supposed as using the gem as his 
crest jewel, while he was yet in separation from Urvagi, 
but this is inconsistent with what he has said in IV. 66 
( see note on the passage ). 

In the version of the mss. of the B group, here ends a 
Pravegaka and the main scene begins with the arrival of 
the king. In view of the very similar wording of the 
Vidisaka at II. 1.1-2. Ihave adopted this arrangement 
in the text. The Pravegaka is also necessary to prepare the 
audience for the main scene. It gives information about 
the king’s worries owing to his want of a male child and 
secondly, what is of greater importance, about the loss of 
the gem, which is intended to suggest the possibility of a 
fresh separation of the lovers and that the gem must, there- 
fore, be won back to ensure the continuation of the union, 
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prathamam: ‘important’, because the thing stolen is a gem 
of great value, goptuh ‘of the protector’, i.e., of the king 
as the protector of, all: his subjects including birds and 
animals, The robbery of this particular gem is highly 
reprehensible because it also involves ungratefulness on the 
part of the robber. It deserves to be punished with death; 
cl, Manusmrti VIII, 323. 


kravya-bhojanah: is the vulture which ‘feeds on raw flesh, 
for which latter it had mistaken the gem; see above 0.12. 
‘By your anger which became transformed into an arrow’. 
This is the usual hollow compliment of a courtier to the 
king, 7 

petakam pravesaya: ‘Put it in the jewellery box’, i. e,, for 
immediate safe custody. Usually it was worn by Urvasi as 
her crest jewel ; see on IV, 66cd and V,0,10 above. Here 
however, it is quite likely that the king was henceforth 
anxious to keep the jewel in the treasury for safe custody 
and not to use it except on very rare occasions, since its 
loss suggested separation as it existed before its acquisition. 
hardam ‘affection, hearty gratification’; cf. manasah prasadah 
in v.9 above. We may also compare the apratilomatva of 
Bharata towards Dusyanta at Sakwntala VII. 19.4. 


upagatena: upagata is used here in the sense of upaga. 
mana and tena in the sense of tasmat ; with the reading 
upanatena we have to supply sparsena after tena: ‘delight 
me with that touch which is brought to me ( by you J’. 


sahamio: cf. Glekkha-vanaro at II. 0.13 above and note, 


The alternative reading devi for bhavati is 1mproper; see 
Editor’s Introduction, Para. 13 ( end ). 


The simile is most natural in the mouth of the king who 
exultantly compares himself with Mahendra on _ this 
occasion ; but it leads to a catastrophy most unexpected by 
him, yet ina perfectly natural manner. See Sakuntalas 
VII. 28 for the simile. 

The king evidently did not know under what conditions 
Urvadi had come to stay with himin Act III. He had 
perhaps not cared to inquire while he was in the first flush of 
joy. Thereafter the two lived together for a pretty long time, 
the king being blissfully ignorant of the conditions on which, 
or the length of time for which, she was to stay with him. 
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Urvaési was aware of these limitations, but would not let the 
king know them for fear of causing him mental anguish. In 
the meanwhile, the king had an invitation to attend a Satra 
at the Naimisiya forest ( for its protection against defilement ) 
and during this period Urvasi was delivered of a son, whom 
she kept away from his father’s sight to avoid separation as 
said here. After his return from the Satra, Urvasi took 
the king to the Gandhamadana mountain and lived there for 
several years, forgetting all about her having a son or even 


her return to Indra. The audience know about her condi- 


tional stay with Puriravas from ITI. 0.24-25; but they do 
not know about the birth of her son, until they hear about 
the loss of the ‘uniting gem’ and immediately after that 
about the -birth of the son, from the king himself in v. 7. 
The suggestion about the impending separation conveyed 
by the loss of the gem is thereby confirmed, and yet its 
acquisition through the same source, namely the son, which 
would have been the cause of the separation, is skilfully 
conveyed by the poet to hearten them, making the continua- 
tion of the union. certain, This condition of Urvasi’s stay 
with Puriravas was also unknown to Satyavati and the 
sage Cyavana; for otherwise, they would not have sent the 
boy so unceremoniously. This is also conveyed by the words 
of the Tapasi ‘kim vi nimittam avekkhia’ at 10.3. 


Urvasi fears that the king would.consider that her action 
in keeping the boy away from him only until he finished his 
training (and not for ever; cf. the words vijjagamanimitiam 
at 15.10) was intended to give her an opportunity 
to go back to the heaven, as soon as the boy came back 
from his training. She really kept away the boy for 
fear of separation, but, on the spur of the moment, wnanien- 
tionally put this limit on the boy’s stay away from his father, 
just to satisfy the curiosity of the inmates of the Asrama; 
but she fears, this may be misconstrued as being intentionally 
done by her, just to give her an opportunity to go back to the 
heaven, And this would mean that her professions of love 
and her viyoga-bhiruté were both insincere, and that she was 
now eager to go back to her home, the heaven. saggarohanena 
avasidakajjam means ‘after having achieved her purpose by 
ascending to the heaven’. The original Urvagi in the Vedic 
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literature had indeed made certain conditions for her stay 
with the king with the intention of giving her an opportunity 
to go back to the heaven after their violation and after 
having enjoyed the king’s company for a sufficiently long 
time. The kajja is not the acquisition of a son; because 
she had nothing to gain from the son, nor was he to 
accompany her to the heaven, The kajja is saggarohana 
and hence Urvaéi’s fear about the king’s doubts regarding 
her sincerity. 

bharah: ‘responsibility’; ‘This responsibility in these 
three is capable of showing its effects, not on account of 
their age, but owing to their birth itself. 


Narada here is very aptly compared with a moving Kalpa- 
taru as he fulfils the desire of the couple. 


dampati: The word is loosely used in the sense of a couple, 
not necessarily a married couple. We should note how 
Urvasi is sti]l addressing the king by the term mahéraja 
and not Aryaputra, the employment of which latter is 
the privilege of only a married wife. 


sahadharmacérini: ‘One who practises her duties in the 
company of’. This word too is not used in the sense of 
a ‘married wife’, but in the broad sense of a ‘companion 
in duty’. Kalidasa has used this same word with reference 
to Anasiya and Priyarnvada in the case of Sakuntala at 
Sakuntala, IV. 21.5. 


kumarasya: Some see a reference to the Yauvarajya- 
bhiseka of the crown prince Kumaragupta, son of Chandra- 
gupta II, here. See Editor’s Introduction, Para. 18. 
Bodhana is Budha; cf. III. 7.1 and note. 


‘ All blessings are well established in your own family, which 
possesses all excellences’, This means that for giving a 
blessing about the attainment of highest qualities, one 
need not go to another family to mention a name possessing 
them in exuberance, since for every excellent quality that 
can be thought of, the illustrious ancestors of his own family 
could stand out prominently as an illustration. 


SELECT BIBLIOGRAPHY. 


Alsdorf: Apabhramsa Studien, Leipzig, 1937. 

Bhawe 8. 8, and Athalye: Vikramorvasiyam; critically 
edited with Introduction and Notes in English; 

_ published by Shri K. B. Dhavale, Bombay, 1948, 

Bloch: Vararuci and Hemacandra, Leipzig, 1898. 

Bollensen: Vikramorvasi; edited, translated and anno- 
tated in German. St. Petersberg, 1846. 

De and Dasgupta: A History of Sanskrit Interature, Vol. 
I, Calcutta, 1947. a 

Faulkes; Kdliddsa: A Commplete Collection of Va- 
riants from Madras Manuscripts, Vol. IV. 
Madras, 1907. | 

Hillebrandt: Kdéliddsa (in German ), Breslau, 1921. 

Jacobi H.: Bhawvisayattakahd, 1918. 

JhalaG. C.: Kéliddsa: A Study. Bombay, 1948. 

Kale M. R.: Vikramorvasiya: Edited with a Sanskrit 
commentary composed by the editor himself, 
Introduction and Notes in English; 5th edition, 
Bombay, 1916. 

Karmarkar R. D.: Vikramorvasiya: with Introduction, 
Translation and Notes in English, Poona, 1932, 

Karnik H. R. and Desai S. G.: Vikramorvasiyam: 
Edited with Introduction, Translation and Notes 
in English; Bombay, 1959. 

Keith A. B,: Sanskrit Drama: Oxford, 1924. 

Konow Sten: Das Indische Drama (German); Leip- 
zig, 1920, 


136 VIKRAMORVSIVAM 


Lenz R.: Vikramovrasiyam: Edited with Translation 
and Notes in Latin; Berolini, 1833. 

Mirashi V. V.: Kdlhddsa (in Marathi): 2nd editon, 
Nagpur, 1957. 

Pandit S. P.: Vikramorvasiyam, edited with Notes and 
Introduction; 3rd edition, Bombay, 1901. 

Panshikar V.: Vikramorvasiyam with the commentary of 
Ranganatha; Nirnaya Sagar Press, Bombay, 

1925 (6th edition ). 

Pischel R.; 1. Materialen zur Kentniss der Apabhraméa, 

Berlin, 1902. 
2. Grammatik der Praknit Sprachen, Strass- 
burg, 1900. 
3. Vikramorvasiyam in the Dravidian recen- 

sion, Berlin, 1875. 

Ruben W.: Kdliddsa: Berlin, 1957. 

Scharpe A.: Kalidasa Lewicon, Vol. I Part 2; Basic Text 
of Malavika and Vikramorvasi, Belgie, 1956. 

Schroeder: Mysterium and Mimus, Leipzig, 1908. 

Shastri Charu Dev: Vikramorvasiya with the commen- 
tary of Katayavema; edited with Translation 
and Notes in English, Lahore, 1929. 


Wilson H. H.: Hindu Theatre, Vol. I. 


Winternitz M.: Geschichte der Indische Literatur Vol. 
IIL, Leipzig, 1922. 


Index of Stanzas quoted from 
Vikramorvasiyam 
(In works on Alamkaragastra and Anthologies ). 


N. B. Important variant readings found in these are noted after 
the abbreviation An in the foot-notes under thé text. 


I. 1: SD. p. 5; SN. p. 63. 

I. 2. 3: DR. p. 66. 

I. 3: AB, ITI. p, 95. 

I. 7: KV. p. 127. 

I, 8: AB, IIT. p. 38; AR, v. 142; AS. p. 86; CN. p. 72; 
DR, p. 77; KAP. p 591; KAY, v. 204; KP. p. 39; 
RG. p. 348; SN. p. 34; SK. p. 370; SA. v. 3268; 
SR. p.456; SS. p. 246; ST. p. 245; VK. p. 307. 

I. 18: SK. p. 674. 


IT. 3: SD. p. 133; SK. p. 179. 

IT. 6: SK. p. 613; VK p. 333. 

Il, 7: SK. p. 74; SM. p, 207; ST. p. 246. 
II. 13: SD. p. 138. 

IT. 16: SN. p. 75. 

IIT. 6: SD, p. 166. 

ITT, 8: SM. p. 304. 

III. 10: VK. p. 381. 

IIT. 11: SK. p. 507. 

ITT. 13: SK. p, 683. 

IIT. 14: SP. p. 94. 

ITT. 19: SK. p. 681. 

IV. 7: AB. III. p. 75; DR. p. 89; KAP. p. 291; KM. p. 


31; KN. p. 203; SP. p. 241; VK. p, 517; VV. p. 156. 
qe 


138 VIKRAMORVSIYAM 
IV. 9: DV. p. 175; KAP. p. 247; KN. p. 127; SN. p. 
126; VK. p. 287. 

IV. 10: AS. p, 201; DV. p, 353; KAP. p. 690; KN. p. 85; 
VK. p. 287. 

IV. 15: RS. p. 126. 

IV. 16: VK. p. 325. 

IV. 17: SK p. 367; SP. p. 225; VK. p. 84. 

IV. 22: KN. p. 230; VK. p. 38. 

IV. 33: DR, p. 68; KN. p. 137; SK. p. 185. 

IV. 38: AB. II. p. 68; KN. p. 250; SN. p. 92; SP. p. 224; 
VV. p. 195. 

IV. 51: DV. p. 355; NT. p. 143; SD. p. 192; SN. p. 101; 
SP. p. 241; VK. p. 464. 

IV. 52: DV. p. 201; VK. p. 350, 

IV. 55: KAP. p. 358; KN. p. 203. 

IV. 64: NRK. Line no, 1769. 

IV. 67: DV. p. 202; VK. p. 249. 

IV. 69: SD. p. 365; 657, 

IV. 70: SK, p. 657. 

V.8: AB, II. p. 222. 


Alphabetical List of works on Alamkarasastra 
and Anthologies 


(where stanzas are quoted from the Vikramorvasiyam ). 


AB. Abhinavabharati on Bharata’s Natyasastra, publish- 
ed in the Gaek. O. S8., Baroda, vols.I-IIL. ( 1.3,8; 
IV.7,38; V.8), 

AR. Alamnkara-ratnakara of Sobhakara: Poona, 1942. 
(1.8). 

AS, Alamkdrasarvasva of Ruyyaka: NSP. edition of 
1939. (1.8; IV. 10). 

CM. Citramimdmmsda of Appayya Diksita: NSP. edition 
of 1941 (1.8). 

DR. Dasariipaka-Avaloka of Dhanika: NSP. edition of 
1941. (1.2.3,8; IV. 7,88 ). 

DV. Dhvanydloka with Locana: Published in the Chow- 
khamba S. Series. (IV.9,10,51,52,67 ). 

KAYV. Kawvindravacanasamuccaya : Calcutta, 1912. (1.8), 

KAP. Kdvyaprakdsa of Mammata: Zalkikar’s edition, 
Poona, 1950. (1.8; IV.7,9,10,55 ). 

KM. Kdvyamimamsa of Rajasekhara: Gaek. O.5., 
Baroda, 1934. (IV.7). 

KN. Kdvydnusdsana of Hemacandra: Parikh and 
Athavle, Bombay, 1938. (1V.7,9,10,22,33,38,55 ). 

KP. Kdvydnusdsana of Vagbhata: NSP, edition, 1915. 
(1.8). 

KR. Kdvydlamnkarasitravrtt: of Vamana: NSP. edition, 
1953, ( 111.10; IV.17,22.) 

KV. Kuvalaydnanda of Appayya Diksita: Calcutta, 
1874. (1.7). 


140 


NK. 


NT. 


RG. 


RS. 


DA, 


SD. 


SK. 


SM. 


SN. 


SP, 


SR. 


SS. 


ST. 


VIKRAMORVASIYAM 


Nataka-laksana-ratnakosa: Oxford University 
Press, London, 1937, (IV.64 ). 

Natyadarpana of Ramacandra and Gunacandra: 
Gaek O. 5S. Baroda,1929. (IV.51 ). 

Rasagangddhara of Jagannitha: NSP. edition of 
1939. (1.8). 

Rasdrnavasudhdkara of Singha Bhipala: TSS. 
Trivandrum, 1916, (IV.15 ), 

Sariigadharapaddhati ; Bombay 8.8., 1888. (1.8). 

Saduktiikarndmrta of Sridharadasa: Lahore, 1933. 
(1.1; 11.3,13; II1.6). 

Sarasvatikanthabharana of Bhoja: NSP. edition of 
1934, (1.8,18; 1.3,6,7; I11.11,13; IV.17,19,33,51, 
69,70). 

Siktumuktdvali of Jalhana: Gaek.O.S. Baroda, 1938. 
(1.4; I1.7; T11.8 ). 

Sahityadarpana of Visvanatha: Edited by P. V. 
Kane, Bombay, 1923 (1.8; II.16; IV.9,38, 51), 

Srhearaprakaga of Bhoja: Mysore, 1955, (IIL. 14; 
IV. 7,17,38,51 ). 

Subhdsitaratnakosa of Vidyakara: HOS. No. 42. 
1957. (1.8). 

Subhdsitdvali of Vallabhadeva: Bombay 58.5., 1886. 
(1.8). | 

Siktwratnakara of Kalingaraja: Trivandrum, 1938. 


(11.7; I1I.8). 


VK. Vakroktwivita of Kuntaka: Delhi, 1955, (11.6; 


IV.7,9,10,16,51,52,67 ). 


VV. Vyaktwiveka of Mahimabhatta: Kashi 8. 5., 1936. 


(IV.7,38). 


aR 


aa afer THA 9.2 
AY MAAS 2.19 
aPAAg ss 3.98 
aRronnetaa: 2.198 
aT: GeTa 9.99 
aate Gonasa: 4.98 
ahaa. Z.22 
aivazrga: 3.96 
Ta TAT MA R.9¢ 
Barat Hearty 3.98 
aaa fire 4.8 
ager atate R.Ro 
afte zearaia B.§0 
ate aaeaqaeq- 2.3% 
afraaggqa- BG 
AAA cara: 4.24 
aT A MAT 9.93 
AY AT T- 3.99 
HAMANN TATA 8.82 
aqaeasaatedt BUS 
ATASTS TAT 2.90 
ea TAT ATTA: 2.4 
qa FaAlskaa- LR 
AM: AMAA q.¢ 
aaa TIAA 4.4 
MA TAAL, WAST 2.2 
ALATA 8.2 
aaa Araaat 4.8 


aA aaa: 4.RR 


BR fama etry | 


aT aT 2.94 
snetpatt Tatars B96 
al VrHears, 2.4 
area arhrin 4.9 
aTaeqaras 4.6 
TARA AA 4.48 
Zq wits ai B.B0 
ZITA GUAaAg- 2.8 
za a saat 4.92 
Shin Fr ata- 3.2 
I TATSMATS- 3.8 
SS TCT CUIDE: § 4,9 
song: frre R.RR 
ASHRAM CAAT 1.3 
Gaaaatsa 3.29 
a Gag 9.90 
Uql Aat A 1.96 
aphuiiare B83 
Brateaiatepas 3.8 
fe gah svetzat 4.94 
afta a g Btqare B28 
FAATAA %.4o 
PUMA: B.49 
Ta wa ate a8 
WIFATAACAT- B.92 
TAN TST 2.4 
TST AITAE- R94 
Mesa voy 3.28 
MTATMHI 4.93 


faatgarar- 2.8 


TV TAT 

deft Passz- 
am faqmer 

RH AAHT 

aa fait gear 
faba Breas 
Teas ys 
MST AMAA: 
cafxaiaaa 

waa aera: 

eat aiftat aza- 
azareeat 

ag at xaata 
qe aa gia 

4 aa aeraf 
TM Fa Tatar 

aq afan oq 
qaIwI: Wastss 
1 Gout avorggat 
a fe quaatar 
froateateioat at 
fates aratiaat 
PsHvs AAHIST 
que frargt- 

qqrai eaziggqadl 
qzeqefagtfreat: 
WEA AecTarfair 
qistaaea- 
qaqa Brae 


2.949 
B.g9 
BRR 
B.AQ 
4.RR 
8.3 
8.93 
‘B.Qo0 
3,90 
B44 
BRS 
3.93 
3.92 
3.99 
8.98 
3.6 
97.9% 
8.9 
R.% 
4.99 
8.99 
8.8 
8.24 
2.83 
8.98 
4.28 
BRB 
2.2 
8.948 


(82 


ve 


qataarwgr- 
qata faatz 
qratet wa aera: 
qriastagat- 
Rreraratare- 
faraiotfest- 
ReatafzAeatter- 
WU aaa 
geafrarraungat- 


sO ay 


2.24 
BBC 
2.43 
R.20 
3.194 
BRC 
BRB 
3.9 

9.9% 
2.48 
q.2 


4.3 
BRR 
9.9& 
R.R4 
8.40 
8.20 
42% 
8.6 
V.BR 
BBR 
8.88 
R06 
2.24 
2.98 
BRE 
B.B9 
9.8 


givat uaat 
aqqaatatrant 
wasatat frat 
AMT WEA 

a: qaqa 

AEA TIAMAT 
ale aq Wat 

ale eraiag 
TEVA 
qeatqat 

aad, gata 
CERT: 
waazgaaly 
wafata a 
WasANAT Aart 
wana 
Vida & 

CA CECI (I 

aT AAA 
qa at 
TASTSATBIONT- 
AIGA HAS- 
yas 
ASAT TAITTS- 
aaata ATT 
anadlay afte 
aqafagqerit 


ania aq 
948 


2.99 
BRR 
2.30 
8.199 
4.98 
9.99 
B.B2 
‘4.90 
7-3 

3.29 
7.98 
8.84 
3.192 
be The} 

2.319 
3.9 

3.22 
BES 
2.3 

2.99% 
BRB 
2.93 
2.48 

7.9 

‘3.92 
2.&% 
3.9% 
3.&8 


Laks 


{8& 


Fermataetiere | 


azia atwet- 

Wa: HA TAA 
aafatazat 
MAHI: TTA: 
ALANTTFAI- 
araeaaite- 
aia cafe 
MaAyH AFS- 
arvaratt aeN- 
GAURAAT 
wat gains 
Sa TAZ 

as a2 gksin 
feaarfea- 
TATGTAT: 


eaaigta: 


3.32 
3.9 
3.4 
4.99 

B23 
3.92 
8.9% 
3.92 
B.4Q 
B.3¢ 
2.193 
3-233 
3.84 
B.& 
2.919 
X.9o 


Vana ( FAT: ) | 


q fastacet afzar fe afer: 
Aza Uastal artet  Haer aghket 
aaasatsht etaaha aT 
aqTaE: Ug Awa: 
aaa Aveitonaedt fa alata Re ata tea 1 
Fzig 
aat eq waar Reararfeariton aezasaz aes 
fafaated Tere waa: aah 
ata: UB BATA 
q afiguiftaa anfgafafey ana fraftaere aa: 
qo ARTs aaa 
49 OF Ying weq HAaIeAAMfe otis 
92 art aenntdt seaet wagt autem Fqa efar us 
aaziz 
qa Aas dale | at Agar 
AAA ATATA TAT BAT 
a4 Bat Teal ots at & ahageals fH 
9& WdeqKay Ta: 
qo amet wage: dake 
1¢ A Wa sms Zaz 
aaa wae aa: 
wan afezea adtioaca aka at ofan 
eat saa Elta: wr gz slat cas: 
great a acqauor wat Sat 
23 Ug ahaha afege dafes aete 
RV AUNaHeaA Fa a AFAR: 
a4 vlaasqarghrarhia srt 
Re |g Hersh: 
29 aia sake aeaqaeaaa fags: 
ze atten abzarat fh datas 


& 6 WwW A 


NS © M 


73 
92 


849 
RR 


q.b. 
9.3,9-2 
9.94. 
9.9.4 


2.9.9 9-92 


2.3.9 
2.3.2 
2.6.8 

2.acd. 

2.99.72 

R.9R.2 


R.93.8-4 
2.93.9 
2.4a4dl. 

RIB. V—-B 
2.99.9 
2.99.3 

2.99.98 
2.96.9 
2.9%.90 
2.20cd 
R294 
R.29.9-28 
3.0.6 
3.0.99 
3.9c. 
2.8.8 
R-9.8 


23 fF ¢ aa aoeret Wear ah AAAI TANT MIE 8.9.40-99 


Ro Of FW VOT, AFA TAT 


2.3.9 


gue famaashay | 


39 
32 
a8 
32 


a4 


RR 
20 


Re 
32 
Zo 


sz g Sate ala ona ae Gerar wast fa 2.3.19 
qToTaHAcarAT akat afeet zhao ata 2.93.2-2 
T At Qaeas Tatas 2.93.4 
onze aS geass fact flaw wonfe azat a 

ufacafé fa 3.98. 28-24 
aoa fr atisa arzet fia Astor age War 

arya adie 3.98.90-99 
we | FE TSq TFSI aey Fat |att 1R.98.8 
f& at at gaitzes i or aca uTdtale o hae | tae 

ainrae atte aire aastafe 3.49,9-¢ 
wel Rerdada Saas ata 3.93.2 
aad Ta Ga aay a.2 300. 
Matona aera age f fate: BR Ged. 
afe, at date at atag wag 2.0.98 
al wfazeqer wey qaqaI 8.0.20 
aera of feat asaviet oa B.0,24 
Tater aisiataar Ae ceaureon athe 2.3.9 
WITT Za Taryara 8.3.2 
faatg ofesagr sia: BRR 
Ayal Tay alqat + fF waqeatearertaa 2.2660. 
aaa wea atas aeamg: B.2 90, 
Marg aat Teau antag 8.340. 
amareain aati wafer B.44,2-2 
gaara fafifaqaa: 2.40.2 
aoa fone | aacat areata 4.2.2 
AAA: TIA: FIA 4.9900. 
TS Gale qe afes 3.92.98-92 
wat qaraiar saa 4.94.98 
saTTaMAAIST: TIARTTSA Tae Aga garreaferatsay 4.94cd, 
a fe quart aqareatrait saat waa 4.900). 
atafa ara; Saantarat oR aa Batrtay 4.49.9 
TUS TWA MAI BAeaaEal AC 3.96, 


afamaia aareat aa Tartare 4.29, 


ee 


